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the synonymy of Rachis, Owing to ils radular resemblances, it was wade 
asub-genus of Ena, “Tho Achatinoid aspect” of its shell was consi- 
dered by Gude (3) a suflicient case for rotnining il as n separate genus. ‘ha 
study of the anatomy bas shown that the resemblance to Wna is only 
general and not suficient to warrant its being made a sub-genus of Hna, 
Tho central tooth of Hachisellus differing only slightly in size [rom the 
laterals, and having n trapezoid basal plate, the presence of an cpiphallus, 
besides a flagellum and a penial appendage in the reproductive system, 
and the relative lengths of the ‘uterus’ and tho vagina’ aco important 
features distinguishing Nachisellus from Ена, 


In conclusion | have to express my best thanks to Dr. Baivi 
Prashad for some of the references, to Dr, U, $. Rao for the verilication 
of tho species and references and to Dr. Steenberg of Copenhagen lor 
sending me some of his papers. 
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Kerala Theatre 


К. R, PISHAROTI, Esq, М.А. 


That little лс of land in tho south-west corner of India which 
lies snug and scenre in Ше fond embrace of the mighty arms of tho 
Malaya Parvata on the one side and the Pascima Paridhi on the other, 
isa unique little aren, probably the most sell- centred, self-contained in 
the whole range of this vast peninsula. The сгедисп and the colonisation 
of this area ave, according to local tradition, ascribed to that great 
Brahmin warrior and inveterate haler of monarchy, Sri Parasurima, 
This tradition, whon subjected to a historical serutmy, ean mean only 
that it was this intropid warrior who discovered Kerala to the Aryans 
and introduced into it the Aryan culture and civilisation; and quito 
consistent with this, our local traditions make him the sole organiser of 
our grümüms, tho primeval founder of our temples, the great systema- 
tisor of our rituals, Vedic and Tantric and Mäntric, and the earliest 
arehitect of our social, religions, and political Dharma, ‘Che beginnings 
of tho Aryanisation of our culture may go back to a hoary antiquity, 
"ruo, indeed, we cannot trace ils first beginnings and subsequent devel- 
opments from that remote, dim, shadowy past, through the vast sweep 
of centuries, but nvailable records and traditions show that, since the 
dawn of the Christian Eta, our culture and civilisation never under- 
wont any convulsions violent enough to bring about any complete 
metamorphosis, ‘hanks to her isolated situation and the abundant 
security that a benign nature conferred upon her, sho was nevera proy 
tə the ruthloss foreign invader, who in the words of the late lamented 
Prof, Би William Ridgeway, ‘wherever they went changed the aspects 
of tho lands they conquered and into which they introduced their own 
laws and customs and manners!’ Such is the case elsewhere in India, and 
especinlly is it so in Northern India, ‘This does not mean, however, 
that Kerola was enjoying an isolated seclusion, — Even at the earliest 
period of which we have any record —and this is pre-Christian in point 
of timo—our fore-fathers wero carrying on a very b trado with 
various countries far and near, and the modern Cranganore figures under 
various names as tho greatost emporium of trade in the whole east, in 
whoso spacious harbour could bo seen the ships of tho Phoenicians, 
the Eayplians, the Grecians and the Romans from the remote west, 
and tho Malays, tho Chinese and the Papuans (rom the Par Ка 
All thoso came not as invaders, but as peaceful traders, and cons у 
while evorywhere else fordizn influence led to culture suppression and 
culture transformation, in Kerala this led only to culture stratification 
nnd culture assimilation, Naturally therefore that vigorous seedling of 
Aryan culture that was successfully transplanted into the indigenous 
culturo-soil continued to flourish thore in all its vigour and vitality and to 
live and grow into a boautiful troo with brilliant foliage and yielding 


ТА gramam means a social and religious unit, lt із not lo be confused with a village. 
The whole Kerala is divided into stxty-Lour gra тате, 
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sweet fruits, Kerala can, theroforo, bonst for her culturo a continuity 
that is scarcoly loss intoresting than hor antiquity, And when it is 
remembered. that this culture was constantly brought into contact with 
а number of distinct and different cultures, one cau naturally expect to 
find hero cultural assimilation and cultural superimposition, resulting in 
а new synthesis of coullicting civilisations, "These three faels—antiquity, 
continuity and culture-sy nthesis—lond to the study of this cnllure more 
than a passing interest and importance, Add to this also the oxislence 
of а largo number of ‘ genuine primitive survivals’ iu almost every 
aspect of our social, religious and political life and ono may without 
exaggeration assert that our cultural antiquities open up a field of 
inquiry at once interesting nnd important not merely to в particular 
section of scientific students but to all alike—to tho student of archiva- 
logy and anthropology, to the student of art and architecture, to the 
student of religion and philosophy, 


One aspect in which this wide and varied culture has found expres- 
sion is the subject of the present study—I mean tho stage, "l'ho Kerala 
Stago has made its own valuable contribution to the sum of Indinn 
culture, The orthodox section of this stage which has a religious atmos- 
phere atlached to it пой is, therefore, beyond the gaze of profane eyes, 
plays no inconsiderable role in helping the reconstruction of the ancient 
Sanskrit stage,—the active traditions of which have died out elsewhere 
in Indin—and in assisting the elucidation of one of the outstand. 
ing problems of Sanskrit Literature of the day—I mean the well-known 
Bhasa problem which has been generally misunderstood on account of 
the dearth of iuformation regardiug our stage practice. No less important 
is the vernacular section in which beginnings may be found revealed of 
the art of dramatic representation, beginnings probably primitive in char- 
acter, but none the less interesting for that. Besides, the development 
of the stage raised the local spoken dialect to the status of a literary 
language. And the two together present to us a complete picture of 
our national tastes and cultural temperaments. It would be proper to 
mention here that the term stage or theatre is used in n very wide senso 
as embracing within it all kinds of spectacular entertainments which 
ate characterised by the appearance in public of one or more persons in 
costume for the purposo of entertaining the audience and which hayo 
some literature connected with it, 


П. INTRODUCTION 


(a) General Features.—la tho sense in which the term stage or 
theatre is here understood, its most outstanding characteristic seems 
to be the wealth and variety of its forms. ‘I'he aim of all spectacular, 
or more correctly, dramatic entertainments is mainly two-fold: to impart 
instruction and to afford pleasure, Не theatre is possibly the surest and 
certainly the most obvious way of educating the masses. It is again 
a very powerful instrument of social reform and, no doubt, in olden days 
it dischnrged this function as satisfactorily as the press and the platform 
do in modern days. Besides, in those times the propagation and popu- 
larisation of religion constituted one of the main functions of the theatre, 
And lastly it provides inexhaustible source of delight. According then 
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ns thio object of tho dramatist diffors, во does Ше nature of the play. 
Didactic plays aro generally careful of thoir story, and this, so far as 
wo now can any, has boon teno of all Sanskrit dramas. ‘hose intended 
to reform socioty боот with wit and humour. Roligious plays are either 
allegorigil or clothed in an atmosphoro of super naturalism. Proper 
acting with duo rogard lo naluralnoss of representation, aud dress, music 
nnd scenic efluck ean be met with only in such dramatic works as have 
plonsure for Choir main aim, ‘Chis vatiety of aims accounts to no little 
extent (or tho yuriety in our spectacular entertainments. We have thus 
ontertainmonts which have predominantly an educative value, а religious 
valuo or nn wathetic value, Thus the Sanskrit section of our theatre has 
servod. most offectively to popularise the Hindu religion and philosophy, 
nud wilh it tho language in which they havo found expression, It also 
dovelopod a ооп вопѕо of literary appreciation and produced a number 
of litorary works and commentaries which, both in quality and quantity 
occupy а high position in Sanskrit Letters, Similarly, the vernacular 
sadtion has by its contribution developed a spoken dialect into a literary 
language, And itis not too much to say that our sage has got its 
aloquont appeal lo make to the students of literature, both Sanskrit and 
Malayalam, And furthermoro, it can claim an unbroken continuity 
through the vast sweep of at least а thousand years, On account then 
of thoso facts, our theatre becomes au important source of study to all 
those who aspire to a kuowledge of our ancient culture. 


Another forturo of the Kerala Веке, probably the most outstand- 
ing one, which toa grent extent distingaishes it from the Tamil, the 
Telugu, the Kannada or tho English “singo, as now known, is the 
prominence it nssigns to actual acting and dancing. Such terms as Nataka 
Natya lend woight and authoritativeness to this. practice of our stage; 
for these are suggostive enough of tho place that has to be assigned 
ta acting in the ptosontalion of n Sanskrit drama, which is as it were tho 
well-spring of all our indigenous types of vernacular entertainments, 
"е venerable sago Bharata may also be mentioned in this connection 
in view of the (act that ho devotes a large section of his work to the 
scientific exposition of the arLof acting, It is notan exaggeration 
to say that the numerous dancing postures described by bim can find 
living oxamplos in tho wonderfully artistic poses constantly exhibited 
even to-day by Korala actors, In view of this, in according to acting 
and doncing thoir proper pre-eminence, our theatre i is but keeping truer 
and nearer to the idonls of the ancient Hindu stage tradition. 


The third equally important and prominent feature of our theatre is 
the use, almost exclusivo use, of the gesture language of n highly codified 
and systematised character. ‘This is so prominent a feature that in some 
varieties this, and uot auy spoken language, is the only meaus of expres- 
sion, ‘The codified gestures which are used as a mons of conveying 
idens in the various types of entertainments may well be classified under 
the threo heads o£: (1) Natural Gestures, such as are unconsciously 
produced and utilised, when the spoakor is moved by great emotion or 
passion; under this head my be included such gestures ns those used 
for denoting come, go, eat, cton (2) Lmitatine Gestures which reproduce 
the shape or soma striking peculiarity of the thing or person or boing ; 
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such for instance as those referring to lion, elephant, tiger, fish, tortoise, 
etc. (3) Gestures resulting from the amplification for secular purposes of 
the orthodox types of Тане and Mántric symbols such as those used 
for Aradhana, Abhaya, Dana, jvühana, etc, he original t ic 
symbols must have been amplified for the use of the Cakyars in staging 
Sanskrit Dramas, and thence it must have been extended to the secular 
varieties. ‘These three varieties which consist of primitive instinctive 
gesticalations and natural and symbolic representations lend themselves 
to all sorts of permutations and combinations, and these, when combined 
and systematised, constitute the code of gesture language. (See Plate 1: 
Some typical AMudrüs). 


It may here be mentioned that even the Мапс and Tantric 
symbols must originally have been elaborated from the simple natural 
and imitative gestures. It is, therefore, not far fetched to assume that 
the Tantric and Mantric symbols must have served as the basis of the 
gesture language of the stage, later developed by the addition of the 
imitative and instinctive gestures. And so far at least as the Sanskrit 
staga is concorned, this gesture language must have been introduced 
with а view to popularising the sacred language also, Lt appears, besides, 
tohave served another practical purpose. An orthodox code requires 
that Brahmins should not ase the profane vernacular during the course 
of their daily rituals; at the same time it is practically impossible for 
them о ато communication with the Ambalavisis.t Sanskrit could not 
serve this purpose and the Nampitiris (Kerala Brahmins) might have 
developed а simple code of gesture-lnnguage. 


Whatever miglit have been the motive, this device served ns an 
excellent method for helping the illiterate crowd to understand the 
language of the play and appreciate it better. That this must have been 
the original motive is also clear from the fact that the code of gestures 
used by the Cakyars is fac simpler than that used by the actors of the 
Kathakali, For, in the former the actor has to confine himself to the 
space between the elbows of his ontspread arms, while for the latter the 
whole space between his extended reach is nt his disposal, The larger 
space available makes the Kathakali gestures more graceful and under- 
standable probably so designed to make the code appeal eren to the larger 
crowd of illiterate audiences. Thouse of gesture-langunge as a menns of 
communication appears to be very old, older than even Киш. In its 
nings, the coda must hive been тегу simple and natural and hence 
sily understandable, snd it later became codilied and stereotyped ns the 
actors’ language. This is a subject that deserves to be studied in detail. 


_ These then, namely, the abundance of variety, the prominence 
given to acting and the use of a codified gesture language constitute the 
peculiar features of our stage, both Sanskrit and Vernacular. 


_ (0) Classification.—Almost all the varieties of our spectacular enter- 
tainments are characterised by a religions atmosphere, in some enses 
intrinsic and in others extrinsic, which may be made the basis of 


è The Ambslavasis constitute the intermediate caste between the Nampütiris and 
the Уайз, and their main profession is temple work, The Cakydrs are Ambalarasie, 
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classification : thus we have the purely religious, the semi-religious and 
the secular types. Under the religious head may be mentioned 
(i) Bhagavati рари, (ii) Tiyyattu, (iii) Pana, (iv) Patti, (v) Kaniyár Kali 
and (vi) Mutiyettu. Under the purely secular variety may be mentioned 
(i) Elámuttipurappatu, (ii) T'uilal, (ini) Korattiyattam, (iv Mohiniyáttam, 
(v) Kayyuottikali. (vi) Pathakam and (vii) Kathakaji, Under therelivious 
head may be placed (i) Sanghakkali, (ii) Kūttu and (iii) Krsnüttam. 

Such a classification holds guod so far as the language also is con- 
corned: the first two varieties are purely in the local vernacular, while 
the last, I mean the semi-religious variety, is mainly Sanskrit. "They 
are also capable of a classification from the prominence of one or other 
of the elements of acting, dancing and music. In Kathakaliand Kūtiu 
proper acting occupies the most important place; in Korattiyaiam and 
Mohiniydttam dancing takes the place of importance, while in Kayyu- 
kottikkali we have practically only vocal music and a very simple kind 
of dance. 

(с) Conditions of Staging.—Restrictions imposed upon the actors ог 
acting are very few indeed, except in the case of Aittiu and Krsnattam, 
and all of them dispense with the necessity for an elaborate stage, Any 
ореп space with a small temporary shed used to serve as a stage, and a 
coloured piece of cloth to serve as a curtain constitute the essential stage 
accessories, Lighting effect is never attended to, and, as a general rule, 
there will be but a single big brass lamp. about three feet high with 
wicks placed on either side. 16 is also not allowed to spice the represen- 
tation with any sort of instrumental music. All the music available is 
what is produced on Asura Vadyas aud what is supplied by the vocal 
music of the actors or the singers themselves, The absolutely primitive 
nature of the accompaniments and the accessories is a sure indication 
vf the necessarily great share of work that the actors themselves have to 
discbarge to win popular appreciation aud approval; and it is no small 
credit to their superb acting that mauy of these varieties do cater even 
today to the recreation and pleasure not merely of the rustic crowd but 
also of the enlightened. 


Ш. RELIGIOUS VARIETY 


The six varieties of Bhayavais Райи, Гути, Pana, Ранк, 
iyar Kali, and Matiycilu have been characterised as religious, for 
the simple reason that they are invariably found celebrated in Bhagavati 
shrines in honour of the goddess, sometimes as an annual. festival con- 
ducted by the temple itself and at otber limes as a votive offering by the 
pious villagers in the temple or in their homes, These are intended to 
glorify tho Bhagavati cult and deal exclusively with the giorification 
and thus the popularisation of that се whic the way, is one of 
the theistic Hindu cults most popular in our parts. "They bave again for 
their main theme the destruction of Dürika by Кай cc the Victory of 
Parvati over Siva, The language of these songs is exclusively in the local 
vernacular, and the actors or the dancers are generally from the lower 
orders of the caste Hindus. ‘Theso and the fact that tbe lower types of 
Tantric and Mantric rituals are also found associated with somo Bhaga- 
yati shrines tempt one to think that in these spoctacular representations 
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may be found the sole surviving relics of the old type of the worship of 
sylvan Gods and Goddesses current amongst the indigenous nnlive 
population which Бу cnlture-contact and culture-stratificution were puri- 
fied, ennobled and admitted into the Aryan fold, 


(i) Bhagavati Pattu 


Bhagavati Раи is generally found conducted either iu temples or 
in the houses of the Kerala Brahmins, called Nampütiris. The figure 
of Bhagavati with heads and arms and body is drawn on the floor with 
colured flour and then Jivapratistha is done, Sitting around it and 
playing upou some of the musical instruments the troupe of people, 
called Kwrups sing Ше songs glorifying the goddess. The songs con- 
tinue and the story reaches the climax, when the Komaram * attached 
to the temple becomes possessed and begius his weird dance carrying а 
jiogling cilambu in one arm and a pointed sword in the other. He 
explains in human accents the ideas of the Goddess, as it were, and 
points out how the Goddess—he uses the first person—is great and good 
and powerful, bow she is plensed with the devotion that the people have 
sbown but how they have failed in this one or that other respect, how 
she is well pleased with them with the conduct of the Рафи and how 
she will always protect them. As the process of talking goes on, the 
songs continue and the musical instruments go ou sounding. In due 
course the Komaram quicts down and the whole function comes to a 
close, 

Gi) Tiyyattu 

Tiyyaltu is similar to the above in all respects except for this differ- 
ence: that when the songs reach the fifth stage Ше Komaram in bis 
possessed fury jumps into the fire and executes some weird stepping 
dance, While the former type of dance can be either a family ora 
votive offering, this latter is always a village or a communal offering. 
The most important point in this so far as we are now concerned is the 
presence of music, to the accompaniment of which there is a sort of 
dancing by a character who poses as a representative of a divino being 
for the edification of a large audience in an open place, 


(iii) Pana 

Pana is another variety of similar dancing, and though not much 
different from the preceding, it is technically held to be different. Two 
types are prevalent: it may be an individual votive offering, in which 
case there is only опе Komuram taking part in it—the Komaram associ- 
ated with the temple in which the performance is conducted, It might 
also be a communal ога village function ; in which case all the Komarams 
of all the Bhagavati shrines in the neighbourhood must take part in it, 
Dressed in their usual weird babit, they conduct in unison a very queer 
kind of dance to the accompaniment of the instrumental music of the 


1 Komeram, also known as Veliccapitu, is the earthly representotire of the God- 
less. He is selected from amongst the Nairs generally. 
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type called Zsuravüdyas.! As а third sub-variety of the same, may be 
mentionod another similar dancein front of a Bhagavali shrine conducted 
by Katupottans, a class of people included aiongst the lower orders of 
Nairs, who become possessed under the influence of alcoholic drink, 
This Paifücika variety, be it noled, is run as a village offering for the 
purpose of gelling rain, when it is inordinately delayed—an evidently 
powerful clue as regards the Dravidian origin of these and other similar 
types of entertainments conducted in the n uue of Bhagavati. 


(iv) Pattu 

Not far removed from these in essentials, much less in spirit, is the 
variety, known as Рафи. It is purely а Пи", or domestic function 
celebrated by rich families as a beneficent complement to such a ritual as 
marriage, ‘Lhe purely religious aspect of this consists in the invocation 
of the Goddess Parvuti on a properly, I mean tarttically, made seat, i.e. а 
Pitha surrounded by the various items of Manjali-Carana ; this is then 
followed by the singing of songs by a particular set of Ambalavasi women, 
called Puspnis, in а sing-song tone accompanied by the sounding of a 
metal plate with a table knife. At the same time there stands in front 
of the goddess invoked п couple of ladies dressed in their religious 
ceremonial dress, and as the song proceeds, they become po: d and 
then begin a circular dance and convey the commands of the Goddess. 
The function begins early in the morning and with necessary intervals 
runs on the whole day and night, Here again we bave the glotification 
of the Goddess, but it differs from the other kinds in that here it is а 
woman who becomes possessed. 


(v) Kaniyar Kali 

Кане" Kali is another variety of interesting performance current 
in the northern parts of Cochin, conducted in Bhayavati shrines. When 
the performance comes on, there is erected a decorated pande! in the 
temple adorned with flags and festoons, In the centre a big lighted lamp 
is placed, round which the players dance to set music, both insttamental 
and vocal, the dance being supposed to be an imitation of the dance of 
Mahüküli and Mahüküla. Пре performance generally continues for 
three days, the porliou foreach day being fixed with reference to the 
wusic. On the first day we have the Andiktééu; the second day we 
have the Райшкоп Рани and on the third, the Malama Рафи. 3ndikutlu 
means acting in praise of Andavar, i.e., Subramanya, the issue of Siva. 
Valluvon. Раіне is Та praiso of Valluvon who is beld to have been a saint 
and philosopher, and Malama Райи was so called, because probably a 
mountain song was sung, All these songs are highly devotional in 
sentiment, though here and there may be found references to social 
incidents, ‘Ihe main performance is done in the temporary ball and 
each day has its fixed songs. After the songs and dances are over, 
some farcical clemeut is introduced in which the various castes are 


3 Asurnvádya is tho namo given to tho instrumonts such as Condo, Kombu, Kulal, 
elc and tho music produced by them is loud and is evorythicg that is the opposite of 
gentle, 
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represented and ridiculed for their various vices. ‘This portion of the 
representation is called by the пато of Рога, and its main thomo is 
humour aud social satiro, ench player appearing in costume suitable to 
the character, Оп the final day after the songs aro over, all the players 
together worship the Goddess enshrined in the templo and make thoit 
exit, This is again a queer kind of porformance in which music, vocal 
and instrumental, and dancing and acting play an oqually important 
part: butasin the varieties considered, here also Ше main aud central 
point of interest is tho Bhagavati, enshrined in the temple. Naturally 
therefore this also deals with the glorification of the Bhagavati cull, 
This is, however, like the Pana, a group or communal celebration, whore 
all males, children and adults, can take part, and is celebrated both as n 
votive offering and ns a tomple function. 


(vi) Mutiyettu 

Unlike the varicties hitherto described stands Muliyeliu, which is the 
most important of the representations associated with tho Dhngavati 
Cult. This is the only variety in which two characters appear in cos- 
tume, the one representing Kali and the other Darika, "he term itself 
is significant in that it means the Уса! (wenring) of the Muti (Ше 
crown) of Kali. A critical study of these various religious varieties 
tempts one to associate the origins of dramatic representation with 
religious music accompanied by spontaneous gestures and then music 
with dancing. Since the figure deawn combines in itself both pictoriul 
und sculptorial representation herein may also be seen the beginnings of 
painting and sculpture. ‘Chis then forms an important varieby which 
deserves to be more closely studied. 


As before this again is celebrated in Bhagavali temples aud is con- 
ducted by a subsection of Ambalavasis, called Kurups, who combine in 
themselves the arts of music and painting, acting and dancing. They 
arrive ently in the afternoon, and in a conspicuous place in the temple 
front prepare n relief-pninting of the Goddess Kili in her most torrific 
aspect. Simultaneously with the evening rites in the temple, they 
begin to entertain the people with their music, vocal aud instramontal, 
When the evening rites and ceremonies of the temple arc over, the idol 
of the goddess is taken ont in procession and after a fixed number of 
circum-ambulations in the precincts of the temple it is kopt in а 
prominent place. The first item in the representation is n meeting 
between Siva and Narada, when the latter informs him that tho earth is 
groaning under the oppression of Darika and it closes with Siva's prom- 
ise of his destruction by Kali. In the mennwhile the two chatacters 
who impersonate Kali aud Darika nnd aro dressed іп costumo are rendy 
to appear and at the appointed hour Darika comes ont and challenges 
Дай. The challenge is accepted, and Kali rushes in, There is no fixed 
stage—the whole temple area forms the stage and tho characters walk 
about in а moving fight, Here is n long, tedious process of acting a 
battle between the two, and ultimately the goddess wins killing Darika, 
The last act is an imposing scene and fills the andience with terror, 
occurring as it does atday-break, "The chiel item of the murder sceno is 


w 
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when Kali plunges ber bands into the very bowels of Dārika followed 
by the drinking of and besmearing tho body with blood, and ultimately 
she adorns herself with his intestines, 


The success of the acting depends, as it necessarily must, on the 
superior practical skill of the actors in the matter of acting, all the more 
so since there is no other serious accompaniment to relieve the tedium. 
This representation is looked upon as a very orthodox and religious act, 
and so it is beyond tho pale of popular criticism from the point of view of 
aesthetics, and опе must necessarily concede that this acting is of a 
superior order. The costume of the characters agrees in шапу respects 
with the costume of Lhe characters in Kathakali, and without commit- 
ting oneself to rash statements, one may suggest that the latter may have 
been derived from Ше model of tbe former. Further, I incline to find 
in this religious representation one of tbe few surviviug relics of the 
indigenous type of spectacular entertainments, and this more than 
anything elso has bended lo popularise the Bbagavati cult in Kerala. 


(vii) Conclusion 

The purely religious variety may be better termed the Bhagavti Cult 
variety, because in all these the glorification of the Bhagavathi is the 
main object. It has also been mectioned that in many of these varieties, 
the Komaram plays a very important part, Ме is a personage connected 
with almost all important Phagavati shrines in our parts. His other 
name is Veliccapitu, and he is looked upon as the earthly representativa 
of the Goddess and when he is ‘ possessed’, he is generally accorded all 
the honours given to the deity herself. When we remember how 
Komarams used to ke selected, as they are even at the present day, we may 
truly see in the same, a process more or less similar to what has been 
described by Sheppard in his Greek Tragedy : ' Since the worshipper is 
regarded as affecting a God by his prayer, he assumes the character of 
the God to influence him and he conceives the God assuming the 
character of the worshipper in order to be more ensily influenced’, Tho 
Komaram identifies himself with the Goddess and thus becomes 
‘in fact by enthusiasm literally filled with the Goddess’. Herein is 
found in short а very crude kind of Goddess impersonation on the part 
of the worshipper. Again, as in Greece, the performance is always out 
of doors, tho actors, musicians and ihe spectators all being in open air, 
The performance is conducted by day in some varieties, while many of 
them are held during night, sometimes lit up by the moonlight but always 
by lamps and torches, L'urthor, the main centre of interest is not so much 
tho representation, as the Bhagavati shüne or the figure drawn of 
the Goddess in reliof-painting in some prowinent placo, J'urthermore, 
thoro is absolutely no effort made at any scenic effect, whilo the place 
and time are denoted by mere words or proper gestures, Thus it will bo 
seen that Bhagavati cult dances, music and acting are entirely а religious 
fonction and n religious act, with the requisite religious solemnity 
pervading the whole performance, but with this difference, namely that 


eee eee 
1 Thero їз kopt within the costume a ромор 00 
unseemly chain-like thing to represent tho intestinos. 
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the audience is bent upon enjoying it, It is also interesting lo point 
out that the songs, the dances and rude pantomime acling—all these асе 
hung on toa tragic story, the destruction of Dirika hy Kali. There 
are some interesting parallels with the Grecian representation during 
pan-Athenme festivals. ‘hus there is the simple ась of worship, 
broadening inlo n drama, There is also the process of the huminisation 
of Gods. And last, but not least, comes the mythological nature of 
tho subject which hangs on lo a tragic story and which has special 
reference to national cults and culi-acts, An intensive study of 
theso from a comparative point of view is sure to yield some useful 
results which may throw some more light on the problem of the origin 
of theatrical representations, 


In Ка? destruction of Drika one is tempted lo find not a nature 
or vegetation myth, lam inclined to associate it with Llero-worship— 
worshipping the hero or heroine who rescued the place from the oppres- 
sion of a wicked demon. When, however, it is remembered that Kali 
fights her battle with sword and shield and Darika with sticks, it is 
tempting enough to search for in this the pre-historic clash between 
the earlier wood age nnd the later iron age, But this topic does not 
cowe within the province of the present subject, and I do not wish 
to pursue it further, except to suggest that a detailed, systematic study 
of the same may also help to elucidate the pre-historic culture-values 
of the Malayalis. 


IV, SECULAR VARIETY 


The importance of this variely cannot be over-estimnted for its 
contributive value to the enrichment of Malayalam and Sanskrit Liter- 
atures. The development aud popularisation of the varied types of secular 
entertainment have definitely contributed to the growth of Malayalam 
Literature and to its elevation to the status of a literary language. ‘Tho 
more important of the types under this hend are (i) Elümutli-purappütu, 
(ii) Гида, (iii) Koraddiyat{an, (iv) Mohiniyallam, (v) Kayyukottikkali, 
(vi) Püthakam and (vii) Kathakali, which represent between еш 
all varieties of singing, dancing, ond acting with the appearance in 
public of characters in costume, As in the case of the purely religions 
type there is no fixed staye, but unlike it there is always a curtain used ; 
again unlike it, the centre of interest is the actual representation in 
front and not the temple or the figure of a Goddess (vide section IIT-viti), 
Jn the case of one at least of these varieties, the method of announcing 
the performance is singularly efectivo. T'he instrumental musician, 
the Cendukharan sounds in the evening his instrament in n poculiar 
manner called Kelikoltu. This sound is generally heard within n radius 
of not less than two miles. Equally efective from the practical point of 
view is the method of advertisement. When а troupe of players come 
to a village they hold a free performance, called Sevakali, in the village 
temple. This serves the double function of paying homage to the village 
deity and acting as а sort of advertisement, it being a common measure 
of encouragement given by the authorilies of Ше temple lo supply 
free light for the performance. A moro cfcctive way of ħuuouncing a 
troupe of players cannot be conceived, Tt deserves to be pointed out even 
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at the very outset that all these performances, including those already 
mentioned and hereafter to be mentioned, are free to all, i.e., there is no 
licket systom, and this is something in which our stage stands entirely 
apart from all other modern stages as faras we know, Vor the benefit 
of the village the richer people of the gramam one after another invite 
the troupe to play in their houses, tiie ex peuses being paid by the inviter. 
A voluntary subscription is sometimes sought from landlords and other 
big men of the village at the spot 1u the course of the performance, 
and this is known as Poli, i.e, voluntary gift, Here, in this act, the rich 
villager discharges his part of the noblesse-oblige in the matter of 
intellectual recreation, as much as he does in the matter of supplying free 
education to the more unfortunate children of the village. 


(i) Elamutti-Purappatu 


Not the least important and perhaps the most inieresticg froma 
historical point of view is what is known as Eldmuéti-Purappatu, This 
is а constant source of entertainment conducted in the houses of 
Ambalavisis generally on the occasion of certain religious domestic 
ceremonies. ‘I'his is one condition as regards the place сї acting; the 
only other condition attached to it is that only Ambalavasis and Nani- 
pütiris sre allowed to take part in the performance, The nature of the 
performance is as follows :—A number of people, and generally each of 
them is a good actor in some particular character, sit round a lighted lamp 
after dinner, Some sort of musical instrument is sounded and one from 
amongst the party singsa song which isa riddle and asks another member 
to answer Ше riddle, If the person questioned fails to answer, the ques- 
tioner asks him lo act the part of any character with or without proper 
costume. Immediately he begins to act what he has been ordered. When 
this is over, the procedure is repeated and the part that the player is 
called upon to act varies from that of a drunkard to that of the love- 
sick Ravana pleading to Sita, care being always taken to see (Ва: euch 
person is called upon to play only that character which he can act almost 
to perfection, This is a very simple form of domestic entertainment 
more of the nature of a farce and must no doubt have been a very 
interesting source of recreation. * 

The name of the variety is interesting. No woman has а расе in 
the actual conduct of the performance, though any one of the players 
may well impersonate any woman character ; yet the term literally means 
the appearance of seven maids, or hays, to be more literal. One is 
almost tempted to remember in this connection the Sapia Капуайаз 
associated with Snivite shrines on the East coast aud the “Seven 
Vestal Virgins of Rome”. із latter part becomcs historically 
interesting, when it is realised that the Romans had one of their 
colonies at the Muziris of old ie, the modera Cranganore. But the 
absence of a female actor stands in the way of traciag any connection 
between the two. Apparently ona is forced to suggest a new interpreta- 
tion of the term—to take the term as а debased form of “ Elamürt;"— 
seven characters, probably suggesting the original number of players 


1 This is moro or less similar to one form of the English gemo of ' Forteits ', 
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taking part, or the impersonations to be staged, In the light'o[ the 
information now available nothing further can be said about this, 


(ii) Tullal 


No less interesting than Elamuti-purappalü, but more important 
from a literary point of view, is the variety called Tullal, one of the most 
popular sources of recreation amongst us. This is the result of a theatri- 
cal quarrel which has enriched our vernacular literature to a very gront 
extent, Once whilea Cükyar was acting a drama, the Nambiar was 
playing ou the musical instrument of Milāvu (See Plate 11-5) and he 
worked it wrongly. ‘The Cakyar got augry and administered а sevoro 
reproof to him in tho course of his dramatic exposition. 'Lhis public 
censure was tao wuch for the young Nambiar, and so, ns soon as the 
performance was over, he sat devising a now mode of performance, and, 
working at it the whole night, produced something new in form and 
spirit, though it was based on a harmonious combination of Prabandham 
Кани and Pathakam, which we shall refer to later on, He Бо devised 
8 new costume which was more attractive than the costume of tho 
Сакуаг, but at the same time more ludicrous thau serious, ‘The next 
day, when the Саку й" began his ДиНи, his erstwhile assistant began 
his new performance with the required instrumental music, This 
attracted the whole of the Cükyar's audience. Such was the origin of 
Tullal ; and it retains even to-day the popularity that it had on the first 
day of its staging, This gifted actor-poet was the famous Kunjan 
Nambiar and he has wade a very substantial contribution to the Mala- 
yalam Literature, 


The scenic and musical equipment required in this variety of 
entertainment is comparatively little. "Phe actor dresses in a costumo 
that is pecaliar, being distinct from the Cakyür's dress and the dress of 
the characters in athakalt, He wears а frilled skirt round his waist, 
with a couple of bandha round his arms, (See Plate ILii) His face is 
painted and he wears a head-dress, There is, indeed, some diferenco 
in the costume for the different varieties of Tullal. The character is 
helped by a musician who leads the song and works on a Madhalam and 
another man keeps time to the song with a cymbal. "The musician 
sings the songs which are then repeated by the actor to the accompani- 
ment of acting and gestures and facial expression, while the iustru- 
mental music is kept up. In other words, the actor has to sing, act, 
gesticulate and at the same time dance—which involves some skill on 
the pact of the actor, In this, then, may be found a harmonious 
combination of Prabandham Ати and Pathakam, while the use of the 
vernacular lauguage, the absence of restrictions regarding place aud 
persons acting, the presence of a character in costume, the accompani- 
ment of instrumental and vocal music, these have made it more popular 
than Kiriku and more attractive than Pathakam. 


То addition, the gifted author of this innovation had ‘а remarkablo 
insight into the rationale of metrical effect and Па therefore adopted 
various metres to match the variety of moods and emotions so that the 
spontaneity of impulse із ut every tura exhibited by a suitable change 
in the ineasuro, cadense and movement of the verse, and thus Ве loads 
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the way not merely in point of originality but in point of excellence 
in this branch of our literature. Consequently, as he was the first, so 
is he the best of our T'ullal poets, 


Аз has already been mentioned, there are three varieties of Tullal, 
and they are known as О ап Tullal, Parayan Tullal and Sitankan 
Tullal. "Phy difer moro in the measure and cadence of language than 
in costume, except in Шо Sifankan where the actor adorns himself with 
ornaments made out of the tender leaves of the coconut tree, Аз has 
been suggested, the performances are generally in the form of ballads, 
sung in character. ‘I'he Puranie stories supply an inexhaustible theme, 
but for the most part ‘being fused with the colour and temper of Ше 
pools mind’ they appear as new creations, "'hereare no curtains used 
and whenever the actor needs some rest, he has devised an easy method 
of taking it: he simply turus his back upon the audience. There is of 
course only one actor, and he appears generally with painted face and 
adorned with a head-dress which has some faint attempts at ornamenta- 
lion generally in the [orm of a serpent hood. The actor has not merely 
to sing under the lead given by the singer, but he also acts, his whole 
body being set in motion: while his legs beat time to the song and 
music, he dances and his eyes and face express the sense of the songs 
and his arms represent the same iu the code of the gesture language, 
Since the time of its origin, this has been a very popular type of 
entertainment. 


(iii) Korattiyattam 

Another equally popular kind of dance representation is Дога уат 
orGipsy Dance. ‘I'he origin of this is not very well known and I am 
inclined to think that itis an importation, though it has been very well 
assimilated to our conditions of life. Two characters. appear on tbe 
scene in the garb of ladies, impersonating the wires of Siva and Visna; 
accompanied by a musician who sings the songs to the accompaniment 
of instrumental music while the two characters act the songs in the 
language of the gesture code with the requisite facial expressions and 
dances (see Plate 111). "These two, the consorts of V and Siva, 
carry on an interesting dialogue regarding the respective merits and 
demerits of Visnu and Siva, each trying to prove that her Consort is 
superior to the other's, They carry on the conversation by acting and 
duncing and by gesture lunguage which is made cleac by tho musician 
who sings the songs, while an assistant keeps time on his cymbal. 


(iv) Mohiniy attam 

Mohiniyaliam, or the Siren dance, was once a very popular source 
of entertainment which has now practically died out. Here a lady 
appears in the garb of a temptress aud entertains the audience with 
dance and music. The idea is based on the legendary story of Visnu's 
appearing in the garb of Mohini to tempt Siva. It is a very elegant type 
of recreation: but unfortunately because the wowen who thus appeared 
in public generally had low morals, it came to have some opprobrium 
attached to it; it is no longer a current entertainment. 
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(v) Kayyukotfika| 

Tho only other variety whoro women appear іп publio to entertain 
peoplo is in what is known as Kuyyukoffikali, Дого n number of grown 
up ladios danco round in а cirelo (seo Plato 001-10), singing Cho songs in 
chorus under their leader and keoping timo with their hands; this 
resembles the Japi danco of the Mundas in Chota Nagpue but. for tho 
presence of the male who works tho instrumental music! ‘The English 
educated ladies of the present day look down on this sort of entertain: 
ment and as a result this is also sharing the fate of Mohiniyatiam. But 
fortunately there has been a revival, in that this is now being used as 
опе of the methods of physical education for girls ‘Chis is important 
also from the literary point of view in that it has tended to create some 
good litorature in Malayalam, ‘Chis (уро seems to be on tho border line 
between danco and drama, It is interesting to point ont hore that this 
particular type of folk dance is very common during the local Piruvatira. 
festival which is supposed to be a commemoration of Шо destruction of 
Каша, Cupid, at the hands of Siva. Can this circular danco be taken ns 
an instance of the use of dauces to honour the dead, as was Ше caso at 
Athens? * 

(vi) Pathakam 

Pülhakam is bi-lingual variety, semi-Sanskrit, semi-Malayalam. 
То form and in naturo, it is closely modelled on that variety of Küttu 
which is called Prabandham Кин, und is probably connacted with it in 
origin also, It consists in a dramatic exposition of any incident [rom 
the Puranas, the exposition being entirely in vernacular, while the verses 
for recital are in Sanskrit. It entirely dispenses with any kind of stage 
equipment, and thero are no conventions to be satislied, except probably 
the preseuce of a lighted lamp to bo keptin (ront of tho actor, On 
account of its simplicity of staging, it is one of the most popular types of 
entertainment current in our parts, 


As the term itself suggests, the actor or expositor must be very 
learned and must besides possess a wilty tongue and shrewd powors of 
observation; these, in addition to a melodious voice constitute an idenl 
actor. The costume of the actor is very simple, though quaint, По 
wears a head-dress which has some faint attempts at ornamentation, 
though in the absence of this, any coloured piece of cloth round his 
head will quite sufice. His chest is generally bare, adorned with sandal 
paste, necklaces and other ornaments, ‘here is nothing to mark off the 
stage [rom the audience but a lighted lump, and there is no curtain. 


When everything is ready, the actor comes, slands facing the 
Audience and performs Mangala, the verse being mixed Suuskrit and 
Malayalam, in a voice that is scarcely audible, ‘This is then followed 
by a long prose passage in which he sets forth the purposes of such 
dramatic expositions, the main object being religions education of the 
easiest and simplest type. ‘This opening verse and tho subsequent proso 
passage compare very favourably with the Nandi and Prarocana of the 


? This information is supplied by my ostoomod collonguo, Dr. Son. 
? Vido tho Drama nnd Dramatic dances of non-European Racos—Pngo 10, 
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Sanskrit stago, ‘hose over, ho begins in Шо local vernacular nud 
(eseribos tho situation where the story begins, Having thus well 
introduced bho audienco lo tho particular context, he recites the text 
which is in Sanskrit and proceeds to expound the samo іп vernacular 
with a wealth of illustrations, making ndequate reference to the current 
social topics and not rarely to individuals, "here is little of acting, but 
Appropriate gestures are utilised to make the narration. as vivid аз 
possiblo, ‘The expositor onjoys freedom of speech to a certain extent, 
though for fear of losing his patronage he never uses it to the same 
oxtent as the Сир does, It will be seen from what has been said 
that tho main aim of this variety of spectacular entertainment is to 
impart oducation leavened with wit and humour. 


'Lhis variety of entertainment is not far distinct from the variety 
of Kilt called Prabandham аи, for in both we have dramatic 
oxposition and both serve more or less the same purpose. There are 
indeed some essential differences t9 which we shall refer liter, and 
theso would show that in Pathakam we have Prabandkam Kūttu in 
minialuce, "Phe prominence given lo Ше local vernacular and the 
freedom given to the perfurmance, the расе of acting and the actor 
aro evidently innovations introduced in the direction of simplification 
with a view to making it more and more popular. And well was it for 
oue land. that such в type of recreation came into existence; for, as n 
rosult of this, some of the light of Sanskrit learning illumined the minds 
of oven the masses, Irom another point of view also one ought to be 
geatoful to the originators of Pathakam, for this has led to the creation 
ofa number of works in Sanskrit which are locally called Prabandhams. 
In number they are over 30, and in size they may easily fill a volume 
of about 300 pages, while in intrinsic meril they occupy а very high 
place in literature, Here is a definite measure of Kerala contribution 
to Sanskrit Literature, but unfortunately it isas yet unknown and 
unjudged, Ib is strange that not one of these has yet been published in 
Devanagari script, Agnin tho need for an expository commentary to help 
tho Pithakakhiran has also led to the creation of a school of literary 
criticism in Malabar and it also adds а definite contribution of its own 
to literary criticism, “hus it will bo seen that Ра Лаба and Prabandhan 
Jill. suppliod not merely noble recreation to all alike, both the literate 
nud illiterate but also опасной the Sanskrit Literature both by original 
works and valuable commentaries, 


(vii) Kathakali 


Kathakali, the moat important variety of our popular stage, is not a 
vory old Lype of enlertninment and the circumstances of its origin are 
well-known, One of the well-known Zamotins of Calicut organised what 
has now come lo be known as Лула ат, modelled probably on Jaya- 
deva’s Gilagovindu—a vatioly of our stage which we shall consider later, 
This besame very popular as soon as il was organized, and a neighbouring 
chief requested the Zamorin to send the troupe to his court. But because 
they were political rivals, the litter refused to send the troupe and sent 
word that there were none al the southern court who could appreciate 
the play, ‘The chief retalinted hy organizing another popular varioty of 
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entertainment, then called Raimanialtim, which subsequently bas come 
tobe called the well known Kathakali or акаба, Thus was organised 
by а chief of Kottirakkdra Suarüpam, a new type of entertainment 
which before long became Ше most important section of our local stage 
and which led to the creation of what constitutes tho most substantial 
part of our vernacular literaturo, ‘Thus this is one example of a political 
feud resulting in literary acquisition. 

Tt is definitely known that Arsnittam was first staged on the date 
expressed in the Kali chronogram, ‘Grahya stulirgathakath’, which, 
when worked out, gives the date, approximately 1657 А.р. ‘This would 
show that Kathakali must have come into existence sometime later. Wo 
shall not bo far frow the truth, if we place this in the latter half of the 
17th century. The same view is further borne out by the opening verse of 
Ramanattam, which runs as follows : 

priptinaudaghannésriyah priyatama stirohinijanmanah 
Vanciksmivaravirakeralavibhoh rijuassvasussiioun’ 
&isyena pravarena Sankarakaveh rimiyanam vatnyate 
kirunyena kathigunena kavayah kurvantu tatkarmayoh. 


This verse suggests that the prince of Ко (га Ката who is the 
author of this work was а nephew of Virakerala Varma of Travancore 
and n disciple of Sankarakavi. There appears to exist а prince of this 
name somewhore about 1055 AD. Tt is therefore quite probable that 
this new variety must bave been devised somewhere in the sixth decade of 
the 176 century. 


Tt may not be uninteresting to point out briefly the nature of 
P am. Ts describes the Story of Si Rawa, b i i 


acters was more or less based upon what obtain- 
eiin ere worn, The whole play was divided into 
seven Acts. to be staged in seven daysor a Seven Digs PI 
ally саПод, and was à tazed in front of the Gapapa 
Kottirakkara, the shrine of the family patron deity. Coming to the work 
itself, the language isa mixture of Sanskrit and Mala salan, the former 
predominating i in the versesand the latter, in the Pa a peculiar 
language foature which obtains also in the later Kathai 
of opinion that the work docs not p а high order of literary merit; 
but however that may be, students of Malayalam Literature cannot 
afford to forget the services rendered by the prince of Kottirakkara : 
for he originated the new type of spectacular enterlainmeat which in 
its turn contributed а good deal to the literary status of Malayalam. 


The legitimate and proud child of Ramanii{tam i is Kathakali, which 
we shall now proceed to notico, As is usually tho case, the play is 
generally announced by a Kelikol{u, and since elaborate get-up and 
costume are necessary (ос the various characters, the more important 
actors get to the green-room early in the evening. Аз in the Sanskrit 
dramas, there is the Pürearanga which consists in the recital of 
a few verses followed hy some specific sleppings behind the curtain, 
After this the curtain is lifted and the hero and the heroine of the play 
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mako thoir appenrance and perform Mungala. This constitules what is 
enllod T'olayam-purappütu, and it compares very favourably in almost 
all essontial respects with the Purvaranga and the Nandi of the Sanskrit 
Dramas. After this is over the play begins, the most prominent feature 
of which is, as we have mentioned, the use of the gesture language and the 
exquisite dancing and acting to the accompaniment of the music of the 
siugor who also Works on musical instruments, "be play gencrully con- 
tinues throughout tho night, the more important characters appearing 
only towards “the latier pari ofthe night. ‘I'he uctors are generally Nai 
and rarely Brahmins, and they have 10 undergo a process of training 
for a period of not less than five years. ‘I'he various poses, the supple 
dances and the clearness of facial е on, in these Kathakali actors 
appear to satisfy thehighest ezpecta;cnsof Bharata. "They haveattained 
almost perfection in the art of acting рочпбед by Bharata, as well 
as in the art of the proper use of paint are not slavish imitators. 
Though Bharata has tabooed many an item fj ual representation 
on the stage, such for instance as duels, , kissing, embracing, 
ctc., опг actors never care for these restrictions: they represent these 
freely as on the modern stage, 


The plot of the story is generaliy taken from that inexhaustible 
storehouse of Hinin mythology, the venerable Epics. It is to be regret- 
ted that no local herves are d gh there were indeed 
anumber of thew, st that time at least, who achieved the high 
eminence on account of ing of ihe Portuguese and the con 


sud change, either to remove 
practical "liltialties. of staging oz to enhance the ari ffect of acting 
and afond scope for the presence all the most important 
characters. The ‘literary (гашето 5 is composed of three 
distinct elements. The Р, titute the first of these 
and they are mainly Sanskrit in form and language, conforming more oz 
less to the high | пание of the classical language in the 
introduction of the various verbal figures such as assonance, alliteration 
and long compounds, Buz unlike those in Sanskrit dramas, these verses 
set the in motion sad serve as connecting links to bridge over the 
ty of time and space and in this respect ther fulfil the function 
ian chorus as found in the 1 `. The verses are 
pun and very seldom acted, ‘The second is s what are calles 
. long pieces of rhythmie pros rit and Mala- 
ynlum which serve more ot the same tho verses, ‘The 
thin is called Рада, which a Y 

subject for acting, Theoy ме neither in ih eal metres nor in the 
mai Пса mets > buri in rhythmis prose obeying certain specific 
and notation based on tho length 
ot Заде. They aat kibo same time eonversational in style s and ще 
the ‘emphasis of sound to strengthen the emphasis of sense’, The 
Padams caa be divided into many "kinds based upon the subject matter, 
such as for instance owtie piecas, challenges, sell-praise, m N 
laudatious, ete. "he first of these consists of such pieces as describe 
suuset, mesari, cte, aud Das t on the impassiened hero or 
heroine, aad these sre charsetezised by cae slow moving steps, which in 
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local technique aro known by the term Patiniaffam, tho movement of 
the piece and the acting generally agreeing with the rise and dovelopment 
ol the passion. The Padams ate fully as eapable of expressing emotion 
and as cflicacious iu imaginative appeal as the lokas but transcond thom 
in musical effect, "hoy aco a splendid blending of music and poetry and 
thus, though they ate to a certain oxtent lacking in naturalness, they 
Are superior to the prose ot ‘loosened speeches’ of the dramas, In spite 
of this want of а certain naturalness, they do serve their purpose almost 
to perfection. ‘These three, namely adams, Dandakams and Padams— 
constitute the literary framework of the Kathakali. An examination of 
some of the well-known plays clearly tends to show that thero ate 
separate rescensions of the text, and this agrees with tho tradition that 
thero wore originally two kinds of Kathakali, tho northern and southern 
variety, the one being popular in Northern districts of Malabar, aud the 
other, in the South, ‘This difference is not kept up now, 


No account of this variely of our stage can be complete without a 
reference to tho costume and get-up of the characters, When tho 
entertainment was first devised and staged at the Ganapati shrine at 
Kottirakkara, the actors appeared in a very rudimentary costume, They 
did not apply paints, but instead wore masks painted over with red, 
dark and other pigments, and they never used any head-dress, "Tho 
first chango introduced in costume was by a prince of tho Рай 
Svaripam: he insisted that the actors must use facial paint, wear a 
head-dress aud cover their body with something like а cont, А fow 
changes were also introduced in the musical accompaniments, Originally 
the musicians were themselves the actors, at which time tho Cenda was 
not used, Tho introduction of this musical instrument and a singer 
over and above the actors constituted the innovations introduced iu the 
matter of stage accessories, The mode of representation thus innugu- 
rated bas come to be known asthe Vella? Mode, These are, indeed, 
changes important in their own way, Lor, the first of these is a very im- 
portant one, in that the use of masks not only precluded all attempts at 
varied expression, bnt, necessarily tended to storeotvpo tho passions 
portrayed and prevented the rapid manifestation of the chango of 
passion’, ‘The second set of changes, especially the introduction of a 
singer, enabled the actor to concentrate on the actual acting. Vor 
some time these were the only improvements effected, but Inter two 
Nampittiris took up this study and by them the wholeshow was complete- 
ly reorganised into what obtains now, Опе of tho Nampiitiris belonged 
to the Kaplingat Мала and the other, to the Kallatikotu Mana and 
both introduced some innovations of their own. ‘Lhe innovations mado 
by the former are briefly the following: different costumes for diferent 
casts of characters, Alavattam and Рейсатага for the most important 
characters, in whom divine ог regal splendour has to bo emphasised ; the 
mounting of а small ball on the tip of the nosoof the Asura characters 
(See Pl. IV-i) and the application of Сив for onhanciug tbe effect of 
facial expression, some changes in the code of the gesture language, tho 
nature of the various steppings, the painting of the faco and the use of 
Ninam Antyal, "Üheso constituted the main innovations, aud all these 
changes together constitute what is technically called the Ko plinat oc 
tho Northern Mode of representation. Tho Kallafikofu ог tho Southern 
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Mode differs from the former in that it introduced some changes in Ше 
gesture language and the dancing steps, in the nature of music, Sangiti a 
variety of tunes, being introduced, ete, ‘The essential difference be- 
bweon the bwo lies inthe fact thal while the former emphasised espressive- 
noss of facial [eatures and gestures, the latter brought into greater 
prominence dancing and dancing steps and made them aid expression. 
În the stago at the present day, both these modes are mingled togetber 
and as а result all the four items are adequately empbasised. 


We shall now briefly notice the costume and get-up of the varions 
characters, Thero are three types of characters that appear on the stage 
nud thoy ave (1) Minukku, (3) Терри, and (3) Tai. The second of these 
is ngain of two kinds: (a) Pacca aud (0) Katti, while the third is again of 
three kinds: (a) Катос Karatta Тай, (b) Fella Tati or Раша Tati 
and (с) Сокална Tati, which last, be it noted, is almost the most important 
character in almost all plays. 


Tho first of these, Бел Мелик (See Plate IV-i: the (eure to the 
right) which literally means smoothenmg the face, is the simplest of the 
kind and consists of a simple powdering of the (nce with yellow aud red 
pigment mixed together, adorned here and there with a few white dots. 
Black anguent is applied to the oyes and the lashes, while the white of 
the eyes and the lips are reddened by the application of what is called 
* CGundappiiow’, ‘Tho forehead is sometimes adorned with a caste mark 
of tho type called ‘Gopi’. This is generally the facial paint for the 
fomales, sages or saints aud holy brahwins and minor characters. 


Расса is а slightly moro elaborato form of facial paint. The facial 
front is painted in groen, and it is given а white border aboutaa inch iu 
width running all round aud touching the Cutfinüfa iu the forehead, 
which forms the baso of the head-dress. The eyes aud lashes and lips 
aro dyed as before. A typical inslance of this could be seen in the 
sented figuro in Plato IV-i. This facial painting is generally given to 
the hero ov the Nayaka of tho play aud such other characters as are 
princes and good men. 


Кайт (See Plato V.) is a still more elaborate form of facial 
paint, boing au improvementon Pacea, in that there is within the bordered 
Гассе another си around the noso, while the space between this and 
the noso is kept ved, thenose being green in colour, ‘The red streak will 
be ovor 3 an inch in thickness and rans up either side of the nose to the 
forehead and over tho brows, In addition to this there will bo placed 
just ab the tip of the похо u round ball called Cutii-pucou which is white 
in colour, ‘Chis figure generally presents a lietea character and is very 
impressive on the stago, ‘his is the costumo prescribed [oc Pratsnayaka 
and those having au Дита tinge in their blood, 

Still wore elaborate and terce looking is the costume prescribed for 
the characters, known as Pati, style is of three kinds: (1) Cokanna 
LR ov Ша red-beard ; (2) Velutéa Tati ос the white beard; and (3) the 
Kari ог Karutta Lai ос the black beard, (seo Plate V-ii the ligure ou 

1). This differentiation is based ou tho colour of the beard worn by 
these characlors which is an indispensable part of their costume, Tn 
this the cuf iustend of eircliug ronud the noso and spreading out into 
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the foro-hend runs around the eyes and renchos Њо Cuttinata, Ше onds 
of which togethor with the central part are adorned by Сиркин, Ша 
region of the eyos is painted with dark pigmont. ‘Tho other facial adorn- 
ments aro ns beforo, А typical Cokanna Тай is seen in Риме IV-i. 
This is tho costume preseribed for proud and wicked charactors who асо 
bent upon doing evil things, 


Such facial painting helps facial expression cousidorably, the colours 
of the paints and projections being devised with specific reforenco to 
the various Rasas and Lhacas which predominate the various charactors, 
Kathakali is ewinoutly a play То which the stronger oc wilder passions 
have full play, The exceeding simplicity of the femnlo characters 
constitutes in itself an evident proof of the minor part they are 
intended to play in the actual conduct of the play. Jt is also significant 
that even the female characters (See Plate V-i and ii tbe second 
figure from the right), when they have to discharge sterner acts, do 
appear in a garb wore or less worthy of their function, Similuly, when 
loveis depicted, itis always the sensuous aud impassioned or Ше wounded 
and disappointed type, Thns it is nlways the swong passions that find 
expression in Kathakali nud the incial expression is such as will suit 
the strong, sensuous nud intensified characler of the passion; and 
naturally with a scientific eye for colour aud elect, n yariegnted schema 
has been introduced in facial paints, which agrees perfectly with Шо 
facial expression of the Bhūvas, 


Quite consistent with the facial paint is the nalure of the other 
items of costumes of which the most important aro the head-dress, the 
breast-plate, the Ultariyam and the skirt, There are two types of head- 
dress which are technically knowu as Kesabhivem Ват and Muti, 
The first of these consists of a coronet surmounted by a circular disc. 
It is generally of two different types—a distinction based mainly on the 
size of Ше circular disc. The bigger one is generally used by confirmed- 
ly wicked characters (see Pl. IV-i the figure io the left) who are 
ferocious пой have some sort of regal splendour, while the smaller kind 
is used by tho other characters. Both these kinds of head-dress ave 
used only by the malo characters. The other variety of head-dress enlled 
Mutt (Seo Plate IV-i the figure to the right) which corresponds to tho 
coronet of hair of the sages and saints or the simple crown of kings, is 
generally worn by characters of a saintly disposition, sages and divine 
agents oc allies, such ns Hanuman, Nandikesvara, іс, ‘The head-dress 
worn by Sti Krsna and Sri Rania are generally Mugi adorned, how. 
ever, with peacock feathers, ivstead of a spherical crown, Ab Шо buso 
of the head-dress is tied what is called the Сине (seo Plato 1-й 
seated figure: the white tine above the eyes) which formsas ib wore, 
the base [rom which springs the crown or coronot and which forms the 
white border completing the facial tattooing described belore, Чо cars 
are adorned with two omaments: Kundalams, a convex. circular wooden 
disc adoroed with paints and hauging down, for tha lower portion, aud 
cevikkuttu, a concave elongated disc, for the uppor portion of the oar. 
Both these пке worn by Pacca und Cujli varieties of characters, Чо 
in characters пой Täti gouerully wear ошу Kupata, nlso called 

ikku, 
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The dress for the body is simple, consisting mainly of what is called 
the Kotalaran, the cover for Ше breast, It isa movable vest held in 
position by means of threads. The snintly characters generally have only 
garlands, Over this vest across the shoulders hang what are called 
Ultartyams, oue of which must be red in colour held in position by 
means of a Keyitram on the upper arm. There must be besides at least 
one moro Utturityam of white, bul the actual number will depend 
upon the importance of the character. "he forearm is generally adorned 
with a Katakam and above that аге worn some Valas, or bangles, ‘Lhe 
upper nrm (Seo Plate 1V-ii seated tiguee) will bave besides the Keygram 
what may be termed a shoulder blade, In the case of the female charac- 
ters, there will not he this shoulder blade nor the Utlartyam, while the 
Лодка will have false breasts adorned with garlands made of glass 
beads, while the waist is genernlly adorned by an ornate waistbelt. 

The skirt, worn over drawers; is made of long pieces of cloth white 
in colour with boeders adorned with lace work, (See Plate IV-i & ii), 
‘The pieces nre over д foot in width and are strung closely, the whole 
being so arranged thal while it forms a beautiful skirt, it gives absolute 
freedom of motion Гог the lega for acting aud dancing. ‘I'he two sides of 
the skirt are adorned with embroidered cloth (see Plate 1V-i & ii) while in 
front hangs down what is termed a Mundi, (See Plate IV-i the figure 
to the left). A leather strap, carrying belts, is tied on both the calf 
muscles, while at the ankles there is an ornate bandage as can be seen 
in Plate 1 V-ii, 

Such, in brief, is the costume that the Kathakali actors use. In 
devising it, ample consideration appears to Lave been bestowed to suit 
the costume to the accompanituonts and accessories of the stage, which 
it must be remarked із to a great extent primitive. The heavy costume 
no doubt makes the actors more with slow and weasured gait, but it 
does nut preclude Ше possibility of quick change in pose aud position; 
and it is quite in keeping with the stately dignity of the conception and 
practico of this variety of our local vernacular entertainment—something 
which is as well echoed in the measured cadonce and movement of the 
highly finished and literary nature of the language, It deserves also 
lo be pointed cut that this eluborate, though stereotyped, costume is 
quite in keeping with the Hindu ideas of symbolic represeutation. It 
may 006 be quite happy feom the realistic point of view; butas symbolis- 
ing the conception of superior charactors nnd of the free and natural play 
of Rasas and Bhavas, it can scarcely bo snid 10 be second to any. ‘Tho 
vory sight of а character reveals, ns much as, if nut more thun, his 
action, the natural springs of his character and the innate motives of 
his actions, If to revonl the innate quality of the character through 
costume спо be a souree of success from the point of viow of artistic 
conception, then our dramatists have indeed attained to a bigh degree 
of success in this branch of art; for evon the most austere critic must 
perforco admit that the costume of the Kathakali actor does rovenl 
charactor, 


Coming to the other azcoutroments of the stage, roferonce deserves 
ta bo made only to the musical instruments, ‘Those consist of a Cenda, 
а Conkila пой айон, Centa, tho popular drum, is a wooden cylinder 
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with two ends open and covered np with leather pieces. Cenkila ів а 
metal plate which is sounded in unison with the drum and these two 
and the айат, which is а bigger variety of cymbal are sounded to 
provide time to the acting and stepping which aro done to the vocal 
music, There is also a curtain used which is held in position, when 
wanted, by two men stationed there for the purpose, As for Ше stage, 
there is nothing except a temporary shed put up above Lhe actors, while 
the audience bave all to sis down in the open yard, ‘Che ошу source of 
light is the big brass lamp kept in front of the actor with wicks in all 
the four directions, As has already been mentioned, the play ia always 
open to the public. 


(viii) Conclusion 
We have in the preceding sections referred to the more important 
varieties of our secular theatre. Before we conclude reference mny also 
be made to two other varieties, Poratit-Hali aud modern dramas, 


The former of these, Poratfu-Kali, is n vaviely of our theatre which 
bas found great popularity among the lower orders of Hindus, The 
genetal features of the stage are more or less similar to those of 
Kathakali; but there is considerable difference in matters of costume 
and general acting. In these matters it more or less tends to the modern 
type of dramas, Butit is also different from this in thatit is charne- 
terised by a completeabsence of reliuements of any kind. It appears that 
Porattu-Kali is a variety of entertainment introduced from the Mast 
Coast, and consequently it bas never risen to the aesthetic, literary or 
dramatic position of Kathakali, 


Coming to the field of modera drama, it has to be confessed that wo 
hove not mach to our credit. The extreme popularity of Kathakali, 
Tullal, etc, probably stood in the way of the development of the modern 
typeof dramas, This evidently is n later growth, probably not more 
than a generation old and it bas had two distinct stages in its develop. 
ment. In the first period of growth, it was modelled upon the Tamil 
drama with plenty of music and scenic equipment with bnt little of real 
acting. This has had a short spell of existence. ‘The spread of English 
education brought with 16 a knowledge of the modern stage aud a 
development of that sort of literature, known аз the Novel. When once 
the latter became popular, scenes from well-known novels began to be 
staged, Besides, a number of farces, portraying current social life, bave 
been produced evidently for the purpose of the stage. Year after year 
farces are being produced, but so [ar they have had only au ephemeral 
existence, It appears more or less that іп the field of modera drama 
our development lies in the direction of prose-drama. Amongst the 
novels thathave lent themselves to Ше purposes of the alage, the most 
important are Mr. Candu Menon’s Indu Гекла, our first and greatest 
social novel, Mr. C. V, В. Pillai's Marthanda Varmá, the great historical 
novel, and H. Н. Rama Varma Appian ‘Thampuram’s Ditifaragar, the 
greatest novel of the day, 


Enough has now been said to show that Kerala has ns much variety 
in the secular department of her theatre as she has in the religious 
department, Of these Kathakali and Гай are the most important both 
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{rom the literary and dramatic points of view, and these are peculiarly 
Malayali in spirit, in conception and in practice. Both tbese sgain 
have thoir origin in a quarrel and that with semi-religious Sanskrit 
varietios: Kathakali is tho off-shoot of a quarrel over Аул ат, and 
"Tulle! ofa quacrol with Cikyar acting a Prabandham Katu, And 
both have alike tended to the enrichment of our vernacular literatore, 
То the student of dramaturgy, Kathakali has its own particular appeal 
to make nnd interest to yield, Apart from the code of gesture lenguage 
it bas evolved for its own purposes, herein may be seen alinost the 
highest perfection of the arts of acting and dancing, the perfect 
realisation as yet Кооп of the technique so scientifically elaborated 
and described by Bharata in his Хауа Sástra. And these two consti- 
lute our richest beritago in the field of our stage and literatare.* 


Tho information prosented hero ts mainly based on oral sources. Рій 
local variations also might exist, Any suggestions will be thankfully received, 
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V. SEMI-RELIGIOUS VARIETY. 


No less important is the semi-religious variety of the Kerala Theatre 
which consists of the three important types (i) Seħghakkali, (ii) 
Krsndttam and (iii) Каин. Each one of these is important in its own 
way. Sarighakkali is an entertainment of a national character based on a 
religious function which might have had a political end, if our traditions 
may be believed ; and it led to the development of some comic songs and 
the ulilisation of satire as a weapon of social and political reform. 
Krgnétiom may tend to shed some light on the origin and development 
of Hindu dramas, an aspect which is probably found developed in the 
Yatras of Верни, and it is very important in so far as it led to the 
creation of the (уре of entertainment,” called Kathakali and with it the 
richest part of our vernacular literature, Кин is indeed the most im- 
portant of the series, because it has a wider significance. For in this 
type the orthodox traditions of Hindu dramaturgy exist in their living 
form, Equally important is its contribution to the elucidation of the 


1 Mr. С. Thakurtha questions this generally accepled view : vide the opening 
chaplers of his Bengalee Drama for a full discussion of the relationship between 
Yatra and Samskrit Drama, 

2. Vide the writer's paper on the Kerala Theatre, published in Annamalai Uni- 
versity Journal, Vol. 1, No. J, pp. 105-106. 
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Bhása Problem. These have been grouped together and termed Ше 
semi-religious variety for the reason that they have some religious almos- 
phere introduced into them, though it must be said, there is nothing 
essentially religious about them. 


() SANGHAKKALL 


The origin of Saùghakkali cannol be definitely ascertained, but if 
traditions may be believed, it consists of groups of Sanghas meeting lo- 
gether for some national purpose, religious or secular, and amusing (hem- 
selves by some spectacular entertainments. This (уре is known by a 
variely of names: Saighakkali, Svastikali, Sástrakkali, and Yatrakali, lt 
is called Satighalzkaji for the reason that various Sanghas take part in the 
performance, "The conduct of this Kali as a votive offering is supposed 
lo bring prosperity, and so il is termed Svastikali, IL is Sástrakkali be- 
cause with this are traditionally associated the beginnings of Süstraic 
studies in the land. IL is Yátrakali, or procession-play,! probably for the 
reason that this refers (0 the coming and going of some foreign elements. 


The reported origin of this Kali is as follows. The great advance 
that Buddhism made in the land made it necessary to devise some mea- 
sures to check the rising tide of that alien religion. ‘The orthodox vaidiks 
therefore met in solemn conclave and as advised by Jaigamamaharsi, 
they inaugurated this performance and in addition invited from outside 
six great Mimdmsa scholars to combat Buddhism and to organise a school 
of Sastraic studies? If any credence may be attached to this legend, 
then the beginnings of this variety of entertainment may well be put back 
10 the early centuries of the Christian era." 


An examination of the various names by which the enterlainment 
is known, of the various traditions associated with it and of its actual 
conduct reveals certain general features which shed light on its origin 
and antiquity. First of all, this entertainment came into existence when 
Buddhism was in a flourishing condition in Kerala, Secondly, it must 
have been originated lo check the rising tide of Buddhism, particularly 


3. Vide the writer's papers: (i) The Bhasa Problem in the NIQ, Vol. 1, pp. 1- 
31; 330-340; (ii) The Bhasa Theory Again—A Reply to Prof. Keith, ШО, Vol. Ш, 
No. 3, pp. 552-558, 

4. The Bengalee Drama, p. 8. 

5. Vide the writer's paper, Religion and Philosophy in Kerala, IIQ, Vol. 1V, 
No. 4, pp. 712-14. 

6. Ibid, Note 5. 
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so if we may associale Sanghas * originally with Buddhism. Thirdly it was 
an all-Kerala performance conducted for the purpose of achieving suc- 
cess in some greal national enterprise. Fourthly with this is associated 
the coming in of foreigners into the land." It is also clear that whatever 
its origin, this has been completely forgolten and it is very doubtful if the 
entertainment, as conducted at present, has anything to do with its 
original purpose. It seems that in this variety is preserved the shadow 
of what might once have been some grand national celebration of a 
victory in the field of religion or of politics; probably the former be- 
cause of ils religious associations, for it is even to-day held to be very 
auspicious lo hold this performance. This further suggests its extreme 
antiquity, particularly because there is but very little of religion in it 
now. 


The Kali consists of five distinct sections: (i) Кей; (ii) Nálupádam- 
зака; (iii) Рана; (iv) Āñgyañgal ; and (v) Hásyangal, of which the 
second is supposed to be the most important part of the whole function. 
The entertainment is generally celebrated as a complement to some 
domestic ceremonies in the houses of well-to-do caste Hindu families. 
On invitation the representatives of the various Saiglas соте, and the 
first item of the programme consists in their sitting round a big wide- 
mouthed copper vessel, called Cembu, and singing songs keeping time by 
striking the vessel. This is followed by one of them becoming possessed 
and conducting a weird dance. ‘The last item of the preliminary rite is to 
break a cocoanut, alter which the man possessed becomes quieted down. 
This constitutes what is termed Kelilzoftu" for this variety of entertain- 
ment, Aller this the раму retires for their evening rites. 


The next item of the programme is the Nültpádam-vaikkal, when 
afew brahmins of the party walk round a lighted lamp (Sce PL I Fig. 1). 
singing in accented tones a malayalam verse." ‘This function over, they 


1. Tradition speaks of a number of Satighas existing in Kerala. 

8. Ibid, Note 5. 

$. СГ. Totayam in Kathákali, vide AUJ, Vol. I, No. 1, pp. 106-107 ; also Krivé~ 
солна in Кайт described later on. 

10. It isa very inleresting question to raise why the actors should sing a verse 
in Malayalam on the occasion of what is lreated as a very orthodox ritual, 15 there 
an element of satire on the Buddhists’ use of the vernacular as the language of their 
religion? This cannot be, because such an aspect is inconsistent with any religious 
altitude. We may probably see in this the Buddhistic influence in utilising the 
spoken language as a medium of religion and religious experience. If this view 
may be accepted, then we may see in this a close relationship between the Keli and 
Buddhism. 
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all retire for their dinner, singing boat-songs on their way, and in the din- 
ing hall they make a hell of noise, vociferating like hungry glultons. 
After the repast they again assemble in the open hall outside and per- 
form what is termed Uliceal, Then they begin their Angyangal which 
consists in sword play, which is not unworthy of Don Quixote. This is 
followed by Hasyangal, in which the chief character is Zitikandappan 
Kaimal,! the impersonation of the master-idiot. In Ше first stage he 
figures as a swordsman and then as a fisherman and in both these capa- 
cities, he is made the butt of ridicule. Other characters also make their 
appearance, the more important being Mannan and Мате, Ше washer- 
man and the washerwoman ; still another is the gipsy who entertains the 
audience wilh her dance. This last part can be played only by the 
members of one family, the Nàmpütiri family of Püntottam. 


Such in brief is the order and nature of this type of entertain- 
ment. It does nol require any stage or any curtain; it generally lakes 
place in the open air in the quadrangle of the house under a temporary 
canopy. The only source of light is the orthodox tall brass lamp, nila- 
vilakkw, (See Pl І Fig. i the lamp in the centre) wilh 
wicks on all the four sides. The costume and songs are 
very primitive and the wit stereotyped. But the natural simplicity 
characteristic of the performance and the religious halo enveloping it 
account for the appeal it makes to the masses, The main interest of the 
whole thing lies in its antiquarian aspect and in its songs which are 
characterised by an archaic flavour. One impression il leaves upon us 
is that the performance consists of two distinct elements ; one, a meeting 
of the leaders of the Grimams for a religious or political purpose follow- 
ed by their armed retinue and two, а farcical enactment by their fol- 
lowers to serve as a pastime for the masters. 


Gi) KRSNATTAM. 


Adam is purely a Sanskril entertainment, modelled probably 
upon the Citágovinda-acting and has the greatest halo of religious 
sanctily attached to it. As we have already mentioned, this type af play 


1. This is а type of the local magnate we had in olden times and who is not 
very rare even in these days. Proud ant haughty and conscious of his power and 
al the same time incapable of anything, he was in every way unworthy of the office 
he was called upon to fill by chance or lhe accident of heredity. He pretends to 
be brisk and clever and learned, but really he is just the opposite of what he 
pretends to be. He is an inimitable character drawn no doubt from actual life, 
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was originated by Manaveda,” Zamorin of Calicut, about the middle of 
the seventeenth century. ‘The text of the play, Krsnapadi," is written 
by the same prince, and il is a masterly imitation of Jayadeva's 
Gitügovinda, 


There are certain conditions attached to the conduct of the play. In 
the first place it is nol all who can take part in the play : the players be- 
long to cerlain specific Nayar families in the territory of the Zamorin of 
Calicut, Secondly, it is purely а family type of entertainment ; the play 
can never be enacted outside the limits of the kingdom and even there 
only in temples, royal courts, and the houses of aristocratic Мотрийлв. 
Another condition imposed upon the actors is that those who impersonate 
the more important characters must fast till the performance is over. 
The conditions laid down for its conduct, the antique nature of the cos- 
tume and other accessories and acling—all these make the performance 
а very orlhodox affair. In actual conduct it does not in any essential 
respect differ from its more popular offshoot, Kathakali. It is entirely 
pantomime acting and dancing where urttam takes the most important 
place, the gesture language used being almost the same as that used in 
Kathakali, 


The actors are aided by music, both instrumental and vocal. There 
is the musician who sings and in accompaniment are sounded the musi- 
cal instruments of Maddalam, Elathálam and Сена. As in Каши, the 
Mangalicarana consists of the Kriyacavitttuka" and the playing on the 
musical instruments. The whole performance is generally finished in 
nine days; the play runs on for eight nights and on the ninth night is 
re-enacted the birth of Krsna. Further, as has already been mention- 


32. Vide writer's Introduction to the Mukundamala, published as No. 1 of the 
Annamalai University Samskril Series, page v; also his paper on The Krsnas of 
Kerala, contributed lo the Mm. Gangamatha Jha Commemoration Volume. This 
prince is reported to be a contemporary and pious follower of Vilvamangalam Swa- 
miyar Ш, the head of Хорх! Madham and a great devotee of Sri Krsna. He 
requested the saint lo gel him a vision of the divine Lord. The latter invoked the 
Lord and requested Tim to salisty the desire of Manaveda, This accordingly the 
Lord did; but the prince in the madness of the divine moment wished to embrace 
the Lord and rushed at Him. This was nol requested of Him, a divine voice said, 
and the vision disappeared, bul not hefore Mánaveda was able to snatch a peacock 
feather from off the coronel of the Lord. This self-same feather, as traditions re- 
рогі, adorns the crown of Krsna which the actor impersonating Kryna wears. This 
is also assigned as of the many reasons for the religious importance of this play. 

13. The text lias not yet been printed in Devanagari script. 

M. Seo under Küttu. 
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ed, the performance is геѕігісісӣ to specific limes and places; and as 
such cannot be acted to order, This variety of enterlainment is perform- 
ed as a volive offering, and the witnessing of the most imporlant scene, 
Krsnavatara, the birth of Krsna, is supposed to give children to the 
childless on which occasion the pious for whose benefit the play is enacl- 
ed go fasting the whole night till the performance is over. In this varie- 
ty then we have an intensely religious play. 
(ш) КОТТО! 

Kerala is probably the only place in the whole of India where 
Sanskrit Dramas are staged in an orthodox fashion ; and the temple of 
the locality, where alone such staging is allowed, has been the most 
popular recrealion-place for all high caste Hindus. The local stage has 
a long history behind it, going back to the days of the later Perumals, the 
imperial suzerains of Kerala. If tradition is to be believed, it reached the 
асте of perfection during the days of Kulasekhara Perumal," who was 
nol only a great poet and dramatist but а past master in the arl of histrio- 
nies. Aided by Tolan, his minister and favourite, many innovations were 
introduced in the stage practice to make the acting more realistic and the 
slage more popular. This tradition is more or less confirmed by the 
opening words of the Vyangya-vyakhya!” wherein the imperial dramatist 
commanded iis author to sit in judgment on the slage-merit of his drama 
which the king himself acted. When il is remembered that there is no 
other tradition of a stage reformation, it may readily be conceded that the 
Sanskrit slage in Kerala may justly be proud of its antiquity. The 
numerous restrictions imposed upon the actors and their acting and the 
various peculiarities in their get-up and their mode of representation 
make Каби an inleresting subject of study to the student of antiquities, 
And this study deserves to be made as early as possible, for this type 
of play is dying out. Apart from the local importance of Кай, as being 


15, The matter presented in the following section has, to some extent, found 
publication in the various arlicles the writer contributed to the Journal of the Mythic 
Sociely, Bangalore ; the Journal of the Royal Asiatic Society, Branch, Bombay ; the 
Indian Historical Quarterly, Calcutta; and the Bulletin of the School of Orichlal 
Studies, London. 

16. Vide the writer's paper, The Kulatekharas of Kerala published as an ap- 
pendix to his edition of the Mrdundamdla (AUSS, No. 1), where the date of the 
author is discussed ; see also his paper The Bhasa Theory Again—A Reply to Prof. 
Keith THQ, Vol. III, No. 3, pp. 555-57, 

17, Vide Introduction to the Tapatisamvarana, published in the Trivandrum 
Samskrit Series, 
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one of the most ancient and popular of our entertainments, it has got a 
wider Indian importance, for in this we have the Sanskrit dramas staged. 
It is distincl from the staging of the same elsewhere, if such a thing 
exists al all, in our having made Ше Vidügaka give by word of mouth a 
translation of the verses which the hero acts and in our dispensing with 
the curtain which is found mentioned in the extant dramas. 


It is again distinct from the other local varieties in that two condi- 
tions have to be satisfied before it can be acted. ‘The first of these is as re- 
gards the place of acting. Like the other local varieties of entertainment, 
or the dramas elsewhere, Katu cannot be staged anywhere and every- 
where, Il must be acted only in Devilayams, ie., temples. In some of 
the richly endowed temples in Kerala there is set apart a beautiful 
structure, adorned with all the skill of the architect and the sculptor, for 
the purposes of acting; and this is known as Kūttambalam 
—Theaire-temple (See Pl. I Fig. ii.) which is described in the 
concluding seclion of the paper. In temples where such a separate 
structure does not exist, the acling is generally conducted in the spacious 
dining hall. In every case, the thealre is in front of the temple to the 
right and the stage faces the idol and the actors acl in [ront of the idol ; 
and Kiittu scrupulously satisfies Ше injunction that iL must be represent- 
ed only in Deva-Sadits ; not even in Brakma-Sadas, As a matler of fact 
it is never found acted in any place other than a temple, and therefore only 
caste Hindus are allowed in. It is quite in keeping with this that every 
major temple in Kerala has endowed a particular Cükyàr family, in re- 
turn for which they are lo slage Sanskrit Dramas annually or during 
temple festivals, 


‘The second condition relates to the aclors themselves, Whereas all 
caste Hindus are allowed to take part in the other enterlainments, only 
a particular section of Ambalavasis is allowed to act Kutu, "They are 
Cakyars, their women the Naùgyārs and the Nathpiyars. ‘The Nam- 
piyars’ main concern in Küttu is to work the Milavi (Sce PL II Fig. i.) а 
close-necked metallic jar with its mouth tied up with a piece of leather 
to help the acting of the Сакуаг. "The Nangyar (Sce Pl. Ш Fig, i) be- 
sides being an actress, has also to help the Cakyar by sounding the cym- 
hal generally and in some eases by reciting in musical tones the Sans- 
krit verses which the latter acts, 


The Cükyürs, the most important of those allowed to appear on the 
temple stage, are, il is said, the descendants of Sütas who graced every 
ancient Hindu court as the court bard or the minstrel. "The term itself 
is laken as suggestive of il, inasmuch as it is interpreted lo be a corrupt 
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form of Slügyar, а man of respeciabilily, а respect due lo his wisdom and 
learning. Tradition hath it that a particular са with his family came 
over to Kerala with one of the Perumals as his courtier. When his 
family was about to become extinct, it was allowed lo adopt into it Ше 
children of Brahmin women born of criminal intimacy. ‘This procedure 
continues even to-day, Such children, if invested with the sacred 
thread, become Cakyars; if not Nampiyars. The girls are taken into 
either section indifferently. Such is their traditional origin; and this 
shows that these actors have behind them at any rale a long histrionie 
tradition. 


These two restrictions, as regards the place of acling and the person 
acting, show that whalever acting there was in ancient days, had for ils 
aim, as in ancient Сгессе 8 the popularization of religion and the langu- 
age of this religion. Religion coloured the whole performance and hence its 
appeal to all classes of caste Hindus, This is again emphasised by the 
subject matter of the plays which is mainly taken from the venerable 
epics, the Катауата and the Mahábháratha, though naturally the actors 
have a partiality for the story of Rama. Such a necessity could have 
taken place only in the early days of Aryan colonisation. Hence Küttu 
came to have a religious character impressed upon it, a character which 
it retains to-day ; for instance the Cakyars are even to-day enjoined (0 
fast till the performance is over. 


Jn the early stages, this acting must have been modelled upon the 
old Sita’s narrations, amplified probably with exposition and illustra- 
tion, a form that is still living in Prabandham Ками, one of the three 
varieties of Кои, (See Pl. II Fig. ii). The next step must have been 
regular dramas. In those days the works of Harsa, and possibly of 
Kalidasa, may have held the stage; for we find that the Nagananda has 
been a favourite piece with the Cakyars. The next noticeable stage is 
when we come to the days of Tolan towards the close of the 8th century 
AD. Religion and the instilutions intended to further it had by his 
time taken root among the people and these no longer needed the active 
service of Кими. In the meanwhile social and political institutions had 
grown up and become more or less rigid. Abuses crept in and the wise 
and far secing minister ulilised this as a powerful weapon of social re- 
form. The Cakyars enjoyed absolute freedom of speech on the stage. 
Availing himself of this, Tolan introduced certain very effective changes. 
Personal references, pointed allusions, and innuendos were the weapons 


18, Cf. Allardyce Nicoli: The Development of Theatre, p. 20. 
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pul into the hands of the Cakyars and these they uscd unsparingly, 
whether the victims were princes or nobles, patricians or plebians, when 
the good of the society necessitated an exposure of their conduct. Of 
course, the serious characters are never the mouthpiece of this satire, but 
only the inevitable Vidūşaka, From the days of Tolan down to the pre- 
sent lime, Киши has been serving not merely as a pleasant recreation but 
as an effective social tonic, 


Каби, as suggested before, has three modes of entertainment, (i) 
Prabandham КаНи (ii) Nangyar Каи and (Ш) Kutiyattam. Of these, 
the first is pure narration with exposition; the second is pure acting, 
while only the last variely is a full fledged theatrical representation. In 
the first and the last of these, all the three, Cakyar, Nangyar and Nam- 
piyar, have to be on the stage, while in the second variety the Cakyár's 
presence is not needed. As for the time of acting the first is acted in the 
afternoon, the second just after nightfall and the last one Kütiyáttam is 
generally acted only during night except when the Mahánátaka is acted. 


а. Prabandham Кани, 


In this the Nampiyar plays on the 411400 (Sec Рі. H-Fi 
VI—ii) and the Nangyar sounds (he cymbal in tune with the Cakyar: 
ing. (Sce PI, I Fig. i). The Cakyar reciles a verse from а Prabandhan, 
generally that which deals with the story of Sri Rama, then he acts it; and 
afterwards he proceeds (о expound it. The greatness of the actor in this 
ease is lo be measured nol so much by his histrionic talents, as by his 
power of exposition whieh is often illuminated by apt and suitable 
analogies [rom current social, religious and political events of a praise- 
worthy or reprehensible character. Il is here, as also in Katiystfam that 
Каби discharges the function of a cathartic, The Сакуас here must be 
а sound scholar. Тһе old generation of Cákyárs were great scholars, 
and, no wonder, even at the present day, their explanations, their inter- 
prelations and their appreciations hold gaod. ‘Thanks to the work done 
by them, Kerala has always been a strong centre of literary studies. 


b. Nangyür Küttu. 


In this variety of Кай, (Sce PL Il Fig. i.) the Nansyár takes the 
place of Сакуаг, ‘The most interesting point in connection with this is 
thal a woman appears on the stage. Here we have only pure acting and 
nalurally this affords no scope for salire, The actress is helped by the 
instrumental musie of the Мары and the cymbal, Dressed in a queer 
way, she first reciles n verse and afterwards acts in pantomime. 

2 
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The most important vatiely in the Kûttu family is Кабуки where 
we have Sanskrit dramas staged, ‘The term itself is quite significant. L 
is composed of (wo words, КОЙ, meaning combined and арон, meaning 
acting, and yields the idea, combined acting. It is mixed or combined 
either because both the Сауат and the Nangyar appear on Ше slage lo 
act, or because more characters than one appear on the stage, or because 
there is a mixture of narralion and acting, or, again, as we are inclined 
lo think, because of all these facis. 


The first preliminary in Kitfiy&tfam is whal is known as Küttu- 
purappátu, Le. the starling of Каи. The Заре is well adorned with 
green leaves, flowers, cocoanuls and plantains. A big lighted Jamp, and 
a Navapara, a measure full of paddy аге kept facing Ше aclor. When the 
preliminaries are arranged and the actor is ready to appear on the stage, 
the instrumental music is sounded. On this occasion the usual musie 
of Milavi and cymbal is supplemented by Madhalam, Kombu, and Kulal. 
(See Pl. II Fig. ii), After sounding Ше Мой, the Narpiyar retires into 
the green-room and, bringing some holy water, sprinkles it upon the 
stage, reciting the Nandi-Sloka, i.e. the benediclory verse of the drama 
more correctly of the act that is to be staged. This is known as Агайди 
Talikkuka (sprinkling the stage with water) and with this are over all 
the items of Nandi” Then ihe musical instruments are once again 
sounded, and after this enters the Sūtradhāra, or the stage-manager, of 


the play. 
The Sütradhara enters the stage and treats us lo a queer kind of 
stepping, accompanied by dancing, which is known as Kriyücavuttuka, 


19. Vide wriler's Note on the Nandi, BSOS, Vol. VI, No. 3, pp. 319-21. The 
reading given in the commentary, the extract of which was published there is per- 
fectly legitimate and relevant, when Nandi is understood as described here. It is 
not a mere recitation of a verse—il is doubiful if such a recitation forms part of il— 
but a very elaborate ceremony done for the mosi part within the green-room. at 
the close of which the Sütradhüra comes upon the slage and recites the opening 
verse. It may be pointed out here that every act that the Cakyar stages has an in- 
iroductory verse attached to it, which is to be reciled at the close of Ше Nandi cere- 
mony, and this verse forms an announcement of the act that is fo be staged. This 
would mean that the so-called Nandi verses, in such of the dramas of the Kerala- 
nataka-cakra which come under the now well-known but wrong category of Bhisa- 
ndfakacakre are but introductory verses lo the first act and not the Nandi verses of 
the whole drama. Cf. Writer's note on the subject in his translation of the Düta- 
ghatotkaca, published in the Shama'a of Madras. This is a very important point 
particularly for Bhasites to ponder over. 


KERALA THEATRE 151 


stepping out the action. After this he recites to the accompaniment of 
music, some verses, dancing in a peculiar way all the while. This is fol- 
lowed by the Sth@pana of the play, or as we would put it, of the act. 
Even though the text of the drama may have a Nati taking part in it, she 
never makes her appearance on the stage. The Sütradhüra does her 
parl also". "his lakes us to the end of the first day's acting. 


On the second day the scene opens with the character that the 
Sütradhära has mentioned the previous day. This will generally be the 
hero of the play. Bul even now the play proper is not begun, for 
this actor acts only what forms the introduction to the particular act of 
the play which is to he slaged. This is known as Nirvacana and this 
takes us to the end of the second day. 


Here it may be pointed out that on no occasion is a drama staged in 
full, but only particular acts. The chief reason for this is probably the 
long period of time it may have lo run and the practical difficulties of 
staging. A full description as to how the Cakyar must act the various 
dramas is given in the bocks, * Kramadipika, and Atta Prakerana, books 
which form the aclor's manual and guide. Each Cakyar family has got 
copies of these books, but keeps them so jealously that they are not easily 
available. 


` 

20. Here again is another interesling point for Bhasites to ponder over. The 
curtailment! of the characler of the Nati is made no doubt as а measure of economy. 
And this could easily be done for il does not malerially affect the play. When, how- 
ever, this is done, the conversational character of the scene ceases: it becomes a 
mere monologue by the Sütrndhüra.. Again, when the Sthüpana or Prastévana is 
thus curtailed as а result of economising, it is but natural to expect the dropping 
out of such elements in it as have no immediate bearing upon the scene they are 
going lo represent. Thus, the reference to the author, the history of the composi- 
lion of the play and the oceasion of its slaging—these details could conveniently be 
оп (ед, Thirdly, since Cakyars act only chosen acts al a time, they have to give 
an introduction on more or less the same lines for everyone of the acts they stage. 
Hence, we find a stereotyped variety of Sthapare. Such а Sth@pana, therefore, does 
not point to Bhiisa’s authorship of the particular act, but it simply means that it was 
an act popular on the Kerala stage. It may be pointed out that its main function, 
as il is now presented, is to announce the main incident of the act or mention the 
main character that appears on the stage, This then is the result of a living dra- 
matic technique. Thus, as before, here also the nature of the Sthüpana does not 
point io any unity of authorship, much less to Bhasa’s authorship, bul only reveals 
the accepted stage practice of Kerala. If at all Sthápanas do tell us anything it is 
only this—that those acts were very popular on the Kerala stage. This also should 
serve as an cyeopener to the Bhasites. 
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The Nirvacana being over on the second day, the main story 
begins on the third day in the case of those dramas which have no Vidi- 
saka. In case, however, there is а Vidiisaka, the main story has yet to 
wait for three or four days. For on the third day the Viditgaka comes on 
the stage and lords it over for the next three days al the least by the 
exposition of what are known as Puritsirthas, or the aims of life. These 
ave according to him, four in number: (1) Vinoda, i.e., the enjoyment of 
the pleasures of life; (ii) Майсана or deception, (11) Asana i.c, feasting ; 
and (iv) Rajaseva, i.e., service under kings. ‘The exposition and aeling 
of these take four days, but are generally done in three days by rolling up 
the first and the second varieties together, ‘These four items teem with 
wit and humour, It is here that the offensive social customs and 
manners, the oppressive conduel and behaviour of those in power are 
exposed and held up to censure and ridicule, It is here, in short, that 
Kittin appears as а powerful weapon of civie and social reform. 


For the realisation of these Ригизйт ах, the people of the village 
of Anadhita-Mangala ic., the Village of literacy assemble together 
under the leadership of the village priest, whose qualification for this 
post by the way is that neither he nor his father nor his father’s father 
ever studied any Mantra or Tantra! Of those assembled, the most im- 
porlant are the Uani-Neikptitivis, Ше various lypes of Ambalavisis, and 
the Nayar element comprising the local magnates and the temple musi- 
cians. Here we have the unit of a Kerala Hindu village. There is, it 
must be remembered, only one actor on the stage and he has to aet the 
assembling of this crowd, their deliberating as to what should be done to 
realise the aims of life, their bickerings and finally their coming to a 
decision, The Cakyar here figures as a perfect mimic. In impersonating 
this typical assemblage one by one, the actor fakes the opporlunily to 
ridicule their social and moral vices. In this case il goes without saying 
that the success of acting depends entirely on the actor's power of 
mimicry. 


Vinode is acted on the third day of КийуаЦат, The people of the 
Village of Illiteracy having assembled, they set about devising means as 
lo how best they can satisfy their animal passion. ‘This occasion is uti- 
lised to indulge in a lot of abuse on the immoralily current in the 
society. The names of so many ladies are suggested one afler another, 
but each one is given up for the reason that she has some failing or other. 
Here, then, we have a process of climinalion wherein are displayed all 
the failings that man and woman are together liable to. Tt need scarcely 
be said thal this unsparing annual satire has been exerting a very salut- 
ary influence in keeping up the lone of social morality. The next item, 
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Vaicina is generally mixed up with Vinoda, The Viddi, fool, one 
amongst (he villagers, is made the thief, and the occasion is utilized for 
much moralizing of a very valuable nature. 


On the fourth day we have the third of the Purusárthas described 
and асіеа, Here no sort of curtailing is ever made or allowed to be made, 
The feast is described and the feasting is acted most realistically, the 
Vidügaka playing the role of an ideal glutton. Here we have mimicry in 
the purest and the most realistic form teeming with illustrations, brimful 
of humour, so much so that even a chronic dyspeptic will evince the 
keenest relish for a feast, if only he were (0 see this acting. 


On the filth day we have Réjaseve, the last of the Purugürthas, acted, 
when the ruling chief and his magnales come up for their share. The 
assembled villagers discuss among themselves as to who is the best king 
under whom they could take service. One suggests the chief of this 
place, another of thal place, The various suggestions are over-ruled in 
favour of a particular chief. In this process of elimination the whole 
machinery of government has its weakness revealed. The Cákyar 
ventilates (he grievances of the ruled. He describes in pitiful terms the 
hard lol of the people in general and of the subordinate officers. The 
numerous sufferings, physical and mental, which these have to endure 
consequent upon the carelessness, inconsiderateness and indifference of 
he masters are portrayed in but too vivid colours. Even the crowned 
and annointed chief is nol exempt from the criticism of the Cakyar, and 
his is true even al the present day. His acts which are oppressive or 
obnoxious or unpopular are mercilessly exposed, His policy, when it is 
not conducive to the well-being of the people, is criticised downright. In 
short, the Cakyar brings home to the ruler how the people view him and 
his acts. And note this is done often and for the most part in the very 
presence of royally, a presence which only makes the Cakyar more un- 
sparingly eloquent, Such open unsparing crilicism was, it need scarcely 
be said, very valuable in those pre-newspaper days in that it tended to 
improve both the ruler and the ruled. In this feature Küttu fulfils the 
funelions which the Miracle plays of medizeval Europe were performing. 
The three P's, the butt of the actors, in our case mean evidenily men in 
authorily, religious and secular. 


After this long process of elimination, the leader comes to the con- 
elusion that there is only one king on the face of the globe who is worthy 
of being served and that is none other than the hero of the drama they 
intend to stage, and the molley erowd of villagers start away to take 
service under him, Thus is this long introduction, perhaps not strictly 
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dramatic as some may be inclined to think, but none the less entertain- 
ing and instructive, connected with the drama to be staged. 


On the sixth day of the Kūtiyāttam, the Cükyürs act the chosen scene 
of the chosen drama. All the characters appear on the stage, the male 
part being taken by Cákyárs, and the female part by Naügyárs, Even 
on this occasion the characters, excepl Vidūgaka, never speak, bul only 
use the gesture language which is greatly helped by the expressiveness 
of the eyes and the face. The actors come dressed in character, dressed 
indeed in a queer way. The mode of dressing is different in the case of 
the characters of different dramas. Thus for instance the characters of 
Jimütavàhana, the hero of the Nāgānanda, and Arjuna, the main tha- 
racler in the Dhanaiijaya, and Sri Rama of the Ramané 


itakas appear 
in different costumes. The inevitable Vidisaka appears in his weird 
dress, The main function of this character is to recite for the benefil of 
the masses a vernacular translation of every verse that the hero acts. 
The part played by him in this respect is very significant, in as much as 
this marks a deviation in our mode of representing a Sanskrit drama, the 
more so because no provision is made for such a process in the dramas 
themselves. Here, then, we have an innovation introduced by a discern- 
ing critic to make the drama more popular. Tradition assigns this 
honour also to Tolan, This was also imporlant in (hat in this we may 
see the first beginnings of Manipravilam which arose from the need for 
a hybrid language for the use of the Vidasakt, a language worthy of the 
character, This language is characterised by the preponderance of 
Sanskrit. Thus was begun for the use of the Sanskrit stage a (уре of 
language which in due course came to be looked upon as the norm of 
cultured Malayalam style. 


According to the tradition of the Cakyars the number of Aelis in 
which they can train themselves, or are trained, is seventy-two, including 
the one асі dramas and Prahasauas, Many of these are identified and 
they are the following. 


1. Subhdri-Dhanaitjaya ; 
2. Tapati-samwarana ; 
3. Nágünando ; 
4, Mahanatake ; 
The different acts of these four dramas, Nos. 1-4, have no special 
names, so ar as we know. 


5. Mattavilüsa ; 
6. Kalyana-saugandhika ; 
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7. Madhyama-vyayoga ; 

8. Bhagavad-ajjuka. 

9, Srilkrgna-düte or Dütevalzya?! 
10. Düta-ghatotkaca 2 

13. Karna-bhira or Kernakavaca 28 
12, Urubhanga.”! 


Nos. 5—12 have only one act cach, named as above. 


1). Расин. 

The names of two of the acts are available. They are: Уецайка 
and Bhignu-dütinica. 

М. Avimürak 23 


The names of the first five acis have been obtained. ‘They are (а) 
Anndttarke, (b) Ditanka, (e) Abhisuriytika, (d) Porvünke and 
(е) Matamettiike, 


15. Ascarya-cidamani, 


‘The following are the names of the acis; (a) Parmasilaka. 
(b) Sirpanakiika, (c) Máyá-(Sità)ika, (4) Jutiyuvadanka, (e) Ašoka- 
vanikdika, and (f) Anguliyenka. 


16. Abhiseka-náfaka :— 

The names of three acts only are available and they are: (а) Bali- 
vudha, (b) Toranayudha, and (с) Mayasirasanku, 

17. Pretinü-nálake? :— 


The various names of the acts аге: (и) Vicchinnábhigekanka, (b) 
Vilapanka, (e) Pratimiika, (d) Alavyamaika, (e) Ravananka, (f) 
Bharataitka, and (g) Abhisekanka. 


18. Pratijru-yangandharayana :— 


The acts are named as follows: (a) Maniranku, (b) Mahasendika, 
and (с) Arattanka, 


21-27. The writer has published critical lrauslalions with notes of these 
dramas: 21—in the People's Friend, Trivandrum ; 22—lhe Shama'a, Madras ; 23 and 
24—the Maharaja's College zine, Ernakulam: 25—the Shama'a, Madras; 
26—the Journal of the Mythic Society, Bangalore. 
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19. Svapna-väsavadatta™ :— 


The six acts ate respectively known as: (а) Brahmacaryaika, (b) 
Рамацайка, (c) Рицайка, (d) Sephatikatke, (c) боарпййка, and 
(f) Citrapkalekanka, 


30. Bülacarita :— 
One act of this is termed Майайка ; the names of other acts are not 
available. 


21. Cárudatta:— 


According to a Cakyar, one of the acts of this drama is known as 


Vasantasendiika, 


rsa-carita, 
23. Umada-vasavadatta. 
24. Sákuntala. 


These twenty-four dramas are connected with our stage. They may 
be broadly classed under three heads: (a) those that are popular even 
to-day, (b) those that were once popular, and (e) those thal are only 
traditionally reported to be popular. Under the first head may be in- 
cluded the first eight, Under the head (с) come the last three dramas 
mentioned above, and of these, twa are yet unknown, while the last was 
put on boards only once. Under the head (b) may be put down all the 
rest of the dramas in the above list. 


The two dramas, Dhanaijaya and T'apati-samvarana, are the pro- 
ductions of Kulagekhara, one of the Perumals of Kerala, who appears 
to have lived in the middle of the Sth century A.D, ‘They were written 
for the Kerala stage by a Kerala Prince, They have also à commentary 
written by the author's courtier from the actor's point of view, "These 
commentaries are, therefore, very important documents for the students 
of the Kerala stage, though Dr. Mm. T. С. Sastri of Trivandrum did not 
think fit to publish them. 


The Nagdnanda has been, and is still, a very popular drama on our 
stage, a popularity which may lo a great extent be explained by the 
fact that Kerala was the last stronghold of Buddhism and Jainism in 
India. This drama has taxed the actors’ and the stage-managers’ in- 


27. The Journal of the Mythic Society, Bangalore, 
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genuily lo the Jast limit. "Tradition says that even the fourth act used 
to be realistically staged, the actor impersonating Garuda actually flying 
through air! The last successful flight was made at Irifijalakuda, when 
the actor actually rose oul of the temple stage and flew through air and 
safely perched himself on the top of a hill about one and a half mile to the 
north of the temple. The hill is even now known as Küttu-parampu. 
About two centuries ago an attempt at flight was made under the patron- 
age of the then Maharaja of Cochin at his headquarters at Kurikad. a 
village four miles away from Tripunillura. But it ended unsuccessfully, 
for the aclor who manipulated the cords—L don't know the exact signi- 
fieance of the word—failed in his work and consequently the actor came 
1o grief, Since then the atlempt has not been repeated, It will form a 
valuable addition lo our knowledge, if complete directions regarding the 
flying can be got. The second act of the drama, containing the suicide 
scene, is being acled even now. A fairly long piece of cloth is twisted 
round with a noose made at опе end and the other end is fixed to the 
ceiling, ‘The character inserts her neck in the noose—women alone are 
allowed lo impersonate this character—and rushes down in a giddy 
whirl about five feet, From their point of view this is no doubt an 
achievement, 


The Mahá-náfaka is traditionally looked upon not as an original 
Nataka but as one compiled from various dramas. ‘The one peculiarity 
connected with il is that it is the only drama that is acted during cay- 
time. 


The Bhagavadajjuka is a fille Ргайазана which has once been very 
popular on our stage. И has an elaborate commentary detailing how to 
stage il. The text proper docs not contain the name of the author, but 
the colophon in one of the manuscripts in the Paliyam Mss, Library 
assigns it to Bodhayana. ‘This and the Mattavilésa constitute the two 
farces popular on our stage. 


The Kalydna-seughandhike is a popular drama: with this drama 
is connected the famous ajagaranrttam., It affords excellent scope for 
acting and is the work probably of a Cükyár. 


Amongst the five one-act dramas, the most popular is the Dite- 
väkya ог Srikrsnadiita, as it is called. ‘The other dramas of the series 
also must have been staged, because extracts from them are found in a 
manuseript which contains all the scenes to be acted in a particular tem- 
ple in Travancore. The Райсалита and the Acimáraka might have been 
popular stage plays, bul now they ave not commonly 


they afford ample scope for Cákyáts to act. 
8 


aged, even theugh 
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The Ascaryacitdimani, the Abhiseka-máfaka and the Pratimá- 
ndlaka—lhese three couslilule the twenty-one ас depicting the life of 
Sri Rama. They have been always very popular, though al the present 
time they act only a few select scenes. ‘These three dramas are known 
among Cakyars as Ceriya-abhiseka, Valiga-abhiseka and Pádukübhiseka. 
Of the next three dramas, al least one act of one of them, the Malläùku 
of the Balacarita has been popular. Regarding the Cérudatia, по in- 
formation is yet available as regards ils ever having been popular on 
our stage. The Srikrsaacarita remains yet to be discovered, if il may nol 
be identified with the Balacarita, 


The Umáda-vasavadalta, which is a work of Suktibhedra, the author 
of the Спфаташ, might have been a popular stage play, but it is yel to 
be discovered. The Sükuntaln, tradition says, was once put on Ше slage, 
but when the Cakyar acted the opening scene, he spoiled his eyes when 
he looked at two objects in opposite directions, as the scene required. 
After this experience, it has not been staged. 


Enough now has been said to show that many dramas have been 
popular on our stage, the total number of acts prepared for the stage 
being seventy-two according to the oral testimony of a Cakyar. If this 
be true, some dramas yet remain to be discovered. 


Taking Küttu as a whole, we have here in a limited way dance and 
music, narration and exposition, imitation, representation and panlo- 
mime acting. There is enough difference in the mode of acting the dif- 
ferent varieties of this family and the sympathetic audience has enough 
food for enjoyment, both intellectual and aesthetic. Not only that, it 
has done much for educating our society and for raising the standard 
of our literary culture. No doubt Каци is steadily declining in popu- 
larity and a detailed study of the same deserves to be made because of 
ils intrinsic worth and because of its dramatic and historical importance. 
And even now it is not loo late. The so-called modern refinements of 
the stage have not begun to exert their influence on Кайи. It still con- 
linues in its antique mode of representation. The mode of dressing, the 
mode of acting and the mode of slaging—in short the stage technique— 
has remained the same, probably since the days of Tolan, ic, probably 
a little over a millennium. 


Mention has been made in the preceding section to Küttambalam— 
Theatre-temples, where Küttu is staged—and we shall not better con- 
clude than with a reference to these interesting structures. In the Co- 
chin State two such structures exisl, one at Irinjalakuda and the other 
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(Through the courtesy of the Superintendent, 
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the State Museum, Trichur.) 
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Fig. i. 
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Fig. li. 


KERALA THEATRE 159 


at Trichur, They are by no means ancient structures. In structural 
details and in appearance they are alike. A general view of the former 
can be had from Plate 1. Fig. ii, and of the latter from Plate IV. Fig. i. 


The thealre-lemple at Trichur is situate to the north-west of ihe 
sanclum sanclorum (See Pl. Ш.) and lies east and west with two 
main entrances one north and the other south (See Pl. IV. Fig. ii) The 
basement stands about four feet above the level of the ground and is 
worked in granite with all the detail-ornamentalion of the adhisthina 
in the orthodox fashion. "The superstructure is made of wooden rails 
(See Pl. IV. Fig. i) Entering the theatre from the south one finds a 
raised platform in the centre of the structure running east and west 
divided into three distinct paris (See Pl. IV. Fig. ii.), the central portion 
being higher than the one on the east or west. The western-most part 
constitules the green-room which is marked off from the rest by screen 
walls. It has two divisions, one reserved for males and the other for 
females, The eastern part is the auditorium, where the Brahmin aristo- 
cracy seats itself, The central portion which is slightly higher than the 
auditorium forms the slage proper. It is a square area with an ornate 
ceiling (See Pl. V. Fig. ii) supported by ornamented pillars. (See 
Рі. VI Fig, ib). Notice the exquisite wood-carving on the ceiling (See 
Pl. V. Figs. i and ii) —the figure of Narada (See Pl. VI. Fig. ia). From the 
green-room are two entrances into the slage and between them is located 
the musical instruments (See Pl. VI Fig. ii). All around this central 
flat, there are pillars to support the roofing. the nature of which will be 
clear from Plate IV. Fig. ii, while the section views of the same will be 
clear from Plate VIL The roof is copper-sheeted and adorned by three 
golden domes (See Pl. IV. Fig. i) The whole forms an imposing struc- 
ture. It is a general rule that the theatre should be in front of ihe 
temple to ils right (See Pl, TII), so that the actors will be facing idol 
when they acl. 


This takes us to the end of our present study of the Kerala Theatre. 
I have in the course of the paper surveyed sixteen varieties of repre- 
sentations popularly current in Kerala. I may not have exhausted the 
varieties and types ; my descriptions have been meagre and scrappy and 
this could not be otherwise, for the information on the subject has to 
be collected [rom strolling bands of actors. However. enough. I believe, 
has been said to show that here is a little known but wide field for re- 
search which promises to elucidate some aspects of our ancient culture. 


28. І am greatly obliged to my friend, Mr. К. Narayana Pisharoti, E.A, an 
artist of greal promise, for the pen and ink sketches of the theatre and its various 
paris which are published here, as plates IU to УИ. Similarly, 1 also express my 
obligation to Mr. Subramaniam for photographing them. 


